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ABSTRACT 
The main thrust of the undertaken project entitled "Indian 
contribution to the development of far eastern Buddhist Art", is 
to highlight some of the most important Buddhist art forms and 
of their impact on the art of other places, and Indian 
contribution to them in particular. This indeavour will help the 
reader to understand the true spirit of Buddhist Art its 
dissemination from India to far east and its importance as well 
as the spiritual massage. 
India is one of the ancient centers of Buddhist Art. All 
though India is best known for its contribution to Buddhist 
architecture and sculpture, yet, basically inspired by 
mytheological concept and worship. Its other forms of art reflect 
the inner glory and strength of religious and spiritual belief. 
Various Buddhist art forms have been inspired by this basic 
vision and they have made excellent contributions to the 
promotions of various art forms apart from India. In India the 
art has received special attention by some of the distinguished 
centres of excellence. Some places such as Ajanta, Ellora, 
Gandhara, Sanchi can specifically mentioned in this regard and 
we can see the impact of these places on the art of China, 
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Japan, Koria, Tibbet. Kambodia and Java specially the China 
have been deeply inspired by Indian Buddhist Art. 
In this work an attempt has been made to grasp the real 
assence of Indian Buddhist art and its spiritual significance 
with special reference to its impact on various part of the 
eastern world and its widely spread aesthetics. 
To achieve this prime motive or goal we have divided our 
project in to the following seven chapters. 
The first chapter of the thesis deals primarily with the 
concepts of images in religion specially in Buddhism and the 
importance and adaptation of these images in different parts of 
the world specially in East-Asia these deit are adopted with 
different names and decorated with their own styles. These 
Indian made a great impact on the Buddhist Art of Eastern 
World. 
Significant contribution of the Indian Art is the 
representation of the Buddha and the Boddhisatva and the 
attendant figures as well as the Brahmanic figures of duties. 
These are the great themes of sculpture. The forms of these 
figures went to China, Japan from India by way of central Asia. 
In second chapter described the cave temples of India and 
China. The places where the caves had been found and what 
are the main significance of these caves and the figures of 
Buddha. In India Ajanta and Ellora and in China the major 
sites of Buddhist art in cave temples include Donghuang, Lung 
men, Yun-Kang, Mai-chi-Shan, and ping-ling ssu. Tun-huana 
in particular show that the Chinese produced magnificent 
Buddhist painting. The comparative study of sculpture 
architecture as well as style motifs and theme of Indian cave 
and Chinese cave temples. 
In the third chapter explains the bigning of stupa and its 
forms. Stupas are the most important monuments of Buddhist 
art which have been made of containers for relics located in 
various parts of the building. In Gandhara art it inaugurated a 
separate trend and this type of trend also exerted an influence 
upon the east and south for example in the Java and non 
Buddhist buildings in compodia. 
The stupas in Ceylon and Indo-China and specially thost 
in Thailand, are drived from the original Indian style. Korian 
Chinese and Japanese Pegodas are the developed forms of 
Indian stupas. 
The thesis of form of pagoda and stupa is widely spread 
form India to other places from. 
In chapter number four define Ajanta and Ellora. Those 
caves which are inriched with architectural sculptural and with 
the paintings of infinite charm. 
Ajanta provides a unique, opportunity to study the early 
phases of Buddhist sculpture, painting and architecture which 
later influence artists traditions in central Asia and the far 
East. World famous Ellora caves which is about 100 kilometer 
from Ajanta has its own importance and vitality. These caves 
has its own focal point. Ellora caves are the finest sculpture 
galleries of early medieval Indian Buddhist Art. The detail 
description of these two places specifically mentioned and we 
can see the impact of these places on the Art of Far East. World 
famous Ellora caves which is about 100 Kilometer from Ajanta 
has its own focal point. These caves has its own importance 
and vitality the first sculpture galleries of early medieval Indian 
Art. 
Buddhist iconography is the most important feature of 
Buddhist Art. The Indian Style of iconography is corresponding 
sophisticatedly to Japan through China and Korea Japan also 
received Indian inspiration which was ultimately traceable to 
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Chinese sources. The iconological symbolism is quite complex 
to understand but they made are very simple for the 
convenience of the reader under stand its identical relation to 
main figure of great being. 
In this chapter of the thesis the body of the Buddha is 
described. Specially the glorious body which is totally different 
from the outer layer. A list of 32 marks and 80 subsidiary 
marks have been mentioned. The most salient features of the 
Buddha's glorious body. The paintings and statues of the 
Buddha which we find in Buddhis Art, never depicted the 
human body visible to all, but they always try to represent the 
glorious body of the Buddha with the help of these physical 
marks. 
From the place where the great person was born and from 
where the journey were started of the Golden Era of Buddhist 
art was excavated and then preservation of these most 
important places and main feature of these places are 
mentioned some are well known and some one hidden but art 
work is still the main source of inspiration, through out the 
world. 
A list of selected bibliography of more them 50 books, 
articles encyclopedia and internet web sides etc. has been given 
at the end of the project. Abut 27 plates and 53 pictures of 
Buddhist art including paintings sculptures and architecture of 
have been appended subsequently in the thesis to make the 
readers to realize and understand the true sprit and aesthetic 
of Buddhist art and its contribution as well. 
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INTRODUCTION 
We do not know whether Buddhist art existed in any form 
during the first two centuries after the Enlightened One has entered 
perfect Nirvana- i.e., after his death, probably in the year 483 B.C. No 
traces of such art have survived, and its existence is unlikely. The 
rather exclusive and very frugal body of monks who constituted the 
Buddhist community of that tie did not need temples or monasteries, 
since they did nor worship images, and it was only during the rainy 
season that these mendicant fries sought temporary shelter. When, at 
a later date, simple buildings were erected for ritual purposes, 
perishable materials were used of which no trace has remained. Nor 
was there any need foe images, which would have been wholly out of 
harmony with the original teaching of the Buddha. It is more probably 
that memorial places existed for deceased members of the community, 
and especially for those who had cumulated great spiritual merit, in 
the first place the Buddha himself. These monuments were 
presumably in the form of s Stupa, or hemispherical burial mount-the 
type of monument that was to have such a great future throughout 
Asia. It was the custom to walk round the stupa in reverence and 
piety, from left to right, following the course of the sun, in the same 
way as is still done at the present day. 
The earliest Buddhist monument to have survived were erected 
by Ashoka, the great ruler of the Maurya Dynasty (approx. 324-187 
B.C.), which rose to power after the troops of Alexander the Great has 
left India. Ashoka became converted to Buddhism and caused his 
subjects to be guided in their daily lives by its tolerant, human and 
ethical teaching. The huge stone columns2 which he erected in many 
places throughout his great empire, which extended over almost the 
whole of India, proclaim these principles in their inscriptions. Some of 
them feature monumental figures of animals-bulls, lions, elephants 
and horses-and stylized lotus ornaments, as well as a huge Wheel of 
the Doctrine', the wheel which the Buddha began to turn when he first 
preached in the Deer park at Benares, and which symbolizes the 
preaching of the Truth. It was also symbolic of the sun, the cycle of 
birth and re-birth, and of sovereignty. In their appearance, and indeed 
also in their function as official monuments, belonging to imperial and 
courtly art, these columns were based upon an Achaemenid model. 
Ashoka copied art this model in many other ways, especially in the 
layout of his capital of Pataliputra (Patna) on the Ganges, and in the 
design of the palace that he built there. These columns are the 
easternmost offshoots of the iconographic and stylistic and traditions 
that radiated outwards from the ancient Near East. There is also a 
Hellenistic influence visible in the life-like modeling of the animals 
bodies. 
Indian art depicts life as interpreted by religion and philosophy. 
Ancient Indian art, in all periods of development, was closely 
associated with the rhythm of life including the life of Gods and all 
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living beings on earth. The Indian tradition interprets the living world 
as a manifestation of god. The symbols of art voice the same truth as 
our philosophy and myths. The purpose of Indian art has been to 
communicate great truths to mankind through architectural, 
sculptural and pictorial reconstructions of the power that maintains 
stars in their courses. Every Indian religious structures and art form 
may be regarded as a replica of an unseen celestial religion. 
The image or icon or any such visible symbol of his deity was 
the medium through which a devotee could transfer his one should 
devotion to his god. The devotion (Bhakti) gave a significant impetus to 
the construction of images and houses of gods. Devotion popularized 
image worship, as meditation on the unmanifested absolute was 
considered a difficult process. 
The history of image worship in the Buddhist tradition is being 
traced back from the first century BC. The art of sculpture and 
painting attained a state of perfection is ancient India. Throughout the 
ages, Indian art evinces a consistent growth, each succeeding phase 
starting with the heritage of the preceding one and leading the style to 
their natural and logical fulfillment. 
Without the support of kings and emperors the spread of the 
Buddhist Art throughout Asia would have been impossible. It was one 
of the greatest release of India, king Asoka (274-236 B.C.) who first 
made Buddhism into a world- religion spread it through the length 
and breath of India, brought it to Ceylon, Kashmir and qandhara, and 
even sent mission to the Great Princes of his time Antiochus II of 
Syria. Chinese emperors and empresses were after converted to 
Buddhism. So were Mongol Khans, so in Japan a statesman of the 
Caliber of Shotoku Taishir (572-621). When there people adapted the 
religion as well as they adopted the Buddhist art relics images, 
sculptures and architecture. The vast store house of iconic concepts 
and art of different characters, works of sculpture, painting and 
architecture of a more religious nature originated in India was 
transmitted through various channels to east Asia. 
The representation of the Buddha and the Bodhisatva and the 
attendant figure became the great theme of sculpture. The forms of 
there figures went to China, Japan from India by way of central Asia. 
Buddhism originally was a religion without God, consist of set of 
premises on how to avoid earthly suffering by following the proper 
procedures of what might be called spiritual mechanics or discipline. 
Propagation of Buddhism from its point of origin of India. However, all 
sorts of local superstition and theological system were brought into it 
producing an elaborate array into it producing an heavens and hells 
that the founds of religion, Gautama (Buddha's birth name). It was 
this type of Buddhism which was referred to as Mahayans, (Hinayana) 
or the greater vehicle that appeared in Korea around 372 AD brought 
by missionary wonks monks from India and China. The end of the 
seventh and the beginning of the eight century AD, it was he spiritual 
centre of Buddhism in Java, Indonesia. On the other hand Ajants and 
Ellora Caves provides a unique opportunity to study the early phases 
of Buddhist sculpture, painting and architecture. Rock cut aesthetics 
of Ajanta and Ellora is that prismatic spectrum of Indian fine Arts that 
collected the rainbow of Buddhist architecture and refracted them to 
the Hill fort of Deogiri. Which later influenced artistic traditions in 
central Asia and the far East. 
Art that is inspired by meditative experience seeks to express 
the trans-cendental or subtle worlds to the ordinary sense 
consciousness, where the aesthetic experience arises in the spiritual 
truth and beauty realized in these sublimated states of consciousness. 
Art ability to impress on others this spiritual meaning and beauty 
depends on the integration of all elements and developing 
relationships into a composition which reflects the essential unity of 
spirit and form as propagated out through unfolding spheres of 
wholeness. These statues represent the various forms of Buddhist 
Deities as they appear in their subtle, heavenly realms. The means to 
self-actualization is the art of becoming, and here the mastery of 
expression is in the perfection of being through the embodiment of the 
Divine. This is seen in the expressions, gestures, postures, and also 
symbolically represented in the associated adornments, support and 
surrounding. To the observer or mediator the physical object as a 
support for concentrating the ordinary mind. Due it's familiarity with 
the phenomenal world, this gross mind can focus on the manifested 
form (status) of the Deity more readily. However, through the inner 
sublimation resulting from meditative absorption mixed with insight 
into reality (emptiness), the objective's "thingness" (appearance of 
reified existence is caused to dissolve, allowing the mind to penetrate 
to a deeper level of significance, thus revealing the inner psychic 
meaning that is resonated through the symbolic, outer form. 
Enlighten is represented in art by the quality of illumination. This 
spiritual luminance if often conveyed through the use of precious 
metals and gemstones, owing to their lustrous shine. The rich, warm 
color of Gold conveys the quality of radiance as light and vitality, 
analogous for the co-dependence of spiritual consciousness and the 
life energy of Nature. Enlightened Beings are portrayed radiating this 
golden light-a radiance that instills joyful bliss, creative inspiration, 
and demonstrates a healing or transformative power. In comparison, 
the silver metals convey white light that is generally associated with 
the purely spiritual or reflective nature of Mind. Also by analogy, a 
gemstone can be compared to the transformative sublimities of forms 
by a higher principles, similar to the alchemical transformation of the 
body as a natural process of spiritual development. A stone, though 
composed of the same material elements can manifest varying degree 
of refinement; from crude/ opaque to translucent, and ultimately 
reaching the highest aesthetic perfection in nature as the transparent, 
crystalline "jewel" of such beauty and brilliance. Further, the diamond 
(as Vajra) symbolizes the wisdom of the immutable of voidness. 
alluding to the adamantine essence that is the non-dual union of 
Clear Light and Bliss-realizing Voidness. Religious experience seeks to 
give meaning to one's existence. This comes as a feeling of compassion 
and live for all creation, along with a sense of the inter-connected 
nature of things or events that follow some Divine purpose, related to 
this is the feeling of community and the sincere desire to bring 
happiness and peace within the world. On a psychic level, unity comes 
with integration and at its deepest level it is played out in ecstatic 
communion with a inner circle of Divine Beings, the personifications 
of the archetypal or universal patterns of being. In the context of 
incarnation/development of the Divine, the Deities omniscience 
become their perfect realm of harmony; whereas the Lord (the 
[relatively] absolute Self] assumes a bi-polar identity that is 
inseparable bound within the union depicted as the male/female 
embrace. This essence of unity is replicated into increasing orders of 
multiplicity; an exponential blossoming of forms and qualities that 
expand through a intricate kaleidoscope of design, where all 
productions are fractional similarities of the essential whole linked in 
a interdependent chain of developments that is tied to the seed of the 
original mother/father couple. This is represented by the symmetrical 
pattern of gemstone and colored metal designed in the periphery of 
the aura (on the statues). The world arises as a evolving web of 
relationships amidst the proliferation of variety, all in accord with the 
law of causal interdependence. Thing exist as energies in different 
states of vibration, developing or disintegrating with reciprocating 
cycles, regulated by the same principle laws extending throughout the 
entire ranges of manifestation (from subtle to gross) in this 
multileveled universe of symmetry demonstrate equalization of rations 
between objects or force in space; or of orders-of a entity organized in 
dynamic equilibrium all sub-units and the unity of the whole. Yet, 
what is implied here and only grasp on a intuitive level, is a kind of 
hole-symmetry in the continuum (over life-cycles) of the Deity. In the 
context of Buddhism, the accomplished nature of reality is the 
enfoldment of the Enlightened Mind. In its refinement every particular 
quality and every facet of meaning is indivisibly linked through 
fulfilling its significance in completing the whole, and the essence of 
this whole, which is mirrored at every degree, is the unity of Truth and 
Bliss. Truth is that all phenomenon and entities lack a inherently real, 
self-originated existence, but are dependently arisen as a product 
determined by its relation to the whole, which is in itself empty of 
absolute reality and so inseparable from voidness, (voidness being 
"empty of inherent reality"). The circle surrounding the Deity has its 
origin on the sublets levels of consciousness. Arising out of the space-
like Voidness as a radiance of light (the formational reflection of the 
minds ultimate wisdom) this radiance propagates out in rhythmical 
pulsations of spherical waves. Each succeeding level of development 
arises as a series of symmetrical spheres that resonate at harmonic 
intervals. Oscillations in the dualistically engendered, polarized 
principles (mutually inter-dependent, relational qualifications of 
specified energy) generate the current of force that define form. Here, 
in the perfected ideal realm, these lines of force will emerge in 
according to geometrical rations of symmetry and represent the 
stabilizing harmonic latticed throughout the sphere (realm). Each level 
of consciousness, symbolized by the circle with it's 
center/circumference model, aligns along an axis intersecting their 
centers I according with hierarchal arrangement by degree of 
higher/lower, etc. This then is the matrix of the mandala principle, 
understood as the archetypal constellation for wholeness, and as the 
balance of all complementary opposite in the encompassment of 
essential, non-dual unity .In this context, union is of Clear Light Mind 
expressed as infinite space, (similitude for Voidness), and radiance, 
(clear appearance or perception of reality); and Great Bliss as peaceful 
constancy through complete harmony of being based on the subtle 
vital energy, channel and essence (drops) referring to the enduring, 
blissful pleasure engendered in the concentric dissolution and 
concentrated sublimation of the vital substance/force into the finest 
medium of vibration-the interfusion of forces in the ore state of 
quintessential purity. Lying in the center of it's realm the Deity 
energies that unfold the Mind of Enlighten. As manifestations of the 
purified elements, these energies coalesce into the Realm of the Deit^ A, 
forming the aura (atom-sphere) and precipitating out the environment. 
The more rarefied elements are represented in the inner portion of the 
auras the multi-colored waves. Colors can convey different aspects of 
experience in that the various rates of vibration of a given energy 
system manifests at 'tones' that qualifies their characteristics. In this 
sense radiance cane come in the aspects of knowledge, psychic 
abilities, inspirations and creatively, vital power or emotional 
charisma. At a more extended stage of incarnating the various 
emanations of the deity are deployed for the benefit if all beings. They 
represent the manifestations and activities of the Buddha Nature- the 
crystallized Division qualities, virtues, spiritual power or attainments 
as the actualized form of the deity Manifesting as a effluence of 
splendor, here they are symbolized by the jewels and adornments, 
both on the Deity and in the aura. The concentric rings of flowers, 
jewels and rainbows seen in the auras represent the bound-arise 
which define each graduated level of consciousness, from coarse to 
subtle. To the practitioner who enters the mandala they represent the 
thresholds to initiation in realizing the inner, sacred space. Taken in 
the context of tantra, the mandala is a series of initiation cycles that 
revolves around the meditative practices of dissolution/enfoldment 
and generation/enfoldment. At the hearth rhythmical alternation lie 
the axis of psychic centers, where through the circulation of vital 
energies are transverse in a serial circuit derived from cycles of 
wholeness. The major centers, in their enfoldment of primary 
qualities, are positive reflex of this evolution, while simultaneously 
implicate of their ultimate dissolution into ethereal space. A inward 
10 
directed movement is necessary to overcome all obstructions or blocks 
to Enlighten. Bypassing the coarser surface consciousness by 
concentrating energy on the focal points (seats of generative seed) 
consciousness supported on nodules of essential substance [of Bliss]) 
leads to stabilization on a subtler level. The dissolution of coarser 
forms of manifestation (karmic knots), through contemplating the 
wisdom realizing emptiness, liberates psychic energy which can be 
made to flow into the axis channel, whirling in towards the center as a 
vortex of sublimation. Alternatively, consciousness is generated in the 
form of the Deity and surroundings, arising with it's identity of 
immensity, luminosity an beauty, initially, it is merely a similitude, yet 
through repeated cycles the gradual transformation is consummated 
when the very subtle energies are actualized in favor of the coarser 
ones. 
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CHAPTER - 1 
Indian Brahmanic and Buddhist Deities 
in the far Eastern Art 
CHAPTER! 
Indian Brahmanic and Buddhist Deities in far 
Eastern Art 
CINTAMANICAKRA (NYOIRIN KANNON) 
The term mani in Sakskriti refers to a precious stone, a 
jewel, and precisely^a pearl. Cintamani and cakra are specific 
a t t r ibutes which the divinity carries. The Japanese name of the 
Kannon is Nyo-i-Kanoon meaning 'Wish-fulfilling Kannon', as 
cinamani as a kind of jewel or, perhaps, precisely, pearl, is 
stated to be granting all wishes. In Sanskriti Indian terminology, 
the corresponding form is more popularly known as Cintamani 
cakra, which name is Japanese is metamorphosed into Nyo-i-
nin, being made up of two parts: (Nyo-i) shu and Rimbo (rim). An 
early Nyo-i-rin (Same as the Smithsonian Insti tution, Freer 
Gallery of Art, Washington, shows the Kannon as with an 
elaborate crown, sample wrapping garment over the shoulders 
and a belted lower garment^ that has a cross-wise Flap at front. 
The figure standing on a lotus as pedestal, shows the right hand 
in abhaya (protection, assurance) and the left holds a jewel 
probably a wish-granting pearl. 
The introduction of the concept of Nyo-i-rin Kannon into 
J apan is considered to have been from China. A gilt bronze 
image of the six-armed form of the deity is known at least where 
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the uppermost^ right hand is taken near the right cheek and one 
of the left is resting on the lotus seat with another probably 
holding the stalk of the lotus, the rest being irrecongnisably 
damaged. 
A terracotta plaque from village Bargaon, close to Nalanda, 
acquired for the Indian Museum, Calcutta, shows a deity 
apparent Buddhist , seated in sukhasana on a mahambuja. It is 
six-armed. The right hand from the lower-most show the varada 
pose with the arm resting on the right knee which is slightly 
raised and the leg tucked back. The next higher holds a rosary 
[mala) in a hand-pose that resembles the pose known as 
simhakarnahasta. The uppermost right hand almost reaches the 
head. Of the left hands , the lowermost rests on the lotus-seat, 
with a jewel held, in a me nidrita pose. The next higher, highly 
eroded, seems to hold a trident which is almost clearly visible. 
The uppermost left hand, also mutilated, appears to hold the 
stalk of a lotus to his right and is with a halo, flame bordered. 
The tilted head resting on hand and the probable pearl (or jewel) 
bell in the left first hand, help considerably to identify the figure 
as cintamani-cakra Avalokitesvara, datable in the ninth century 
A.D., it probably served as one of the served as one of the 
prototypes of Nyo-i-rin Kannon in the Far East. 
The Nyo-i-rin figure here wears an intricately decorated 
patterned crown, from two sides of which flow out flappers, has 
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decorated necklace with plain bangles at the wrists. While the 
three folds of flesh^ at neck (trivali) is reminiscent of Gupta (c. 
4th to 7th century A.D.) idiom, the wavy lines to indicate the folds 
of the garment is a legacy^ from the Indo-Greek period in India 
that continued throughout the great epochs of Indian art-
history. The knot at centre to keep the lower garment in position 
and the concave form of the opened lotus is a Japanese 
convention adopted deftly^ from T'ang China. The urna on the 
forehead is Indian in origin and the half-closed eyes and 
pensive'^ expression on the face is an innovation of Japanese 
art ists , indicative of the concern for the suffering creation of the 
world. The Cakra being continued in iconography of the 
Avalokitesvara images proves only the continuance of the Law 
enunciated by the Buiddha. In fact, the wheel and the lotus 
came to be considered 'the secret pivot of the world' around 
which the diverse consti tuents of the universe are disposed, 
though with symmetry and beauty. Buddhist ar t utilized the 
Ca/cra-symbol and along with the temborin-in revealed the first 
symbol, namely the Dharmacakra-mudra. This Diago-ji-
sculpture belonging also to the Shingon sect is datable c. 10'^ '^ -
1 1 * centuries A.D. 
Of the Kamakura period, and dated 1224 A.D. is Nyo-i-rin 
figure in unpainted wood at Daihoon-ji, Kyoto, where in a group 
of six manifestations of Kannon, by Jokei II, one of Nyo-i-rin 
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Kanoon, is induced. It is seated and has a back-ground of 
tapering perforated metallic patterned Jali sheet. On lotus, the 
deity holds in the uppermost left hand, the characterist ic astara 
cakra. 
Perhaps it would be interesting to discuss here a painting 
on silk figure of Nyo-i-rin seated in Ardhaparyankasana or 
Maharajalila a t t i tude on a lotus, now in the Museum of Fine 
Arts, Boston. Richly attired, he is six-armed and, peculiarly, 
touches the chin instead of the cheek indicating the pensive 
mood, by the uppermost right hand, with next lower holding the 
cintamaji jewel and the lowest a rosary (mala). The uppermost 
left holds the cakra, the middle one has the lotus and the lowest, 
rests on the lotus seat. This late Heian period painting bears, as 
expected, a small effigy of Amitabha from whom he is emanated. 
The word cintamani according to orthodox lexicon, is 
etymologically derived as: 'cinta eva manir-iva yasya I 
cintasilavad-ev-asya tathatvam.' 'Buddha-viseseah'- that is, 
Buddhist deity. This derivation^ refers to Buddhist deity whose 
thought (concern) (for the created Beings) is like a jewel to him. 
According to Chinese Buddhist thought Cintamani as a 'fabulous 
gem' a ' talismanic pearl capable of responding to every wish' and 
said to have been obtained from the dragon-king of the sea. 
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A few late figures identified as Nyoirin Kannon are also 
preserved in Oka-dera, kanno-Jim, Ishiyama-dera etc. Sutras 
relating to Nyoirin Kannon reached Japan as early as the Nara 
period and in the late Nara times two-armed variety of the deity 
were made. The temple Ishiyana-dera has Nyoirin Kannon as its 
main deity and this is founded by the great priest Roben. 
In concluding the discussion of the different examples of 
the sculptural forms of Nyoirin Kanoon in J a p a n it would be 
necessary to take into account the form presented at Mt. Koya. 
Made of wood and adorned with metallic ornaments like double 
necklace and an elaborately wrought kirita, the figure presents a 
very strong somber expression of the deity. While the other 
hands are not every clear, the main right hand touches the 
cheek with the fingers closed. A patterned halo covers the entire 
body at the back with an immediate circular halo set against the 
head in mark of the divinity^. The figure is datable in 9*^ ^ century 
A.D. 
In the Republic of China, is a figure of Nyoirin Kannon, 
called in Chinese Nan-wu-Ju-i-lun P'u-sa by an inscription that 
accompanies the painting. Translated, the inscription means; 
Adoration^o to the Bodhisattva Cintamani-cakra. The deity sits 
in the maharajalila posture on a crimson-edged white lotus 
which has design in maroon at the bases of the petals. 
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The deity is endowed with three haloes: the one 
immediately behind is flamed at border and in the painting, of 
light blare'1 in colour, another covering the body also flamed but 
white a third, covering the two haloes noted as also the body of 
the deity is also white but not flamed. The deity is given a crown 
with a miniature figure of Buddha Amitabha inset in it. 
Cintamani cakra is ornamented with ornaments such as Keyura, 
valaya, karma-kundala, nupura, hara etc. Of his six hands he 
carries in his right hands , the first on touching his cheek, the 
next down holding a flamed jewel, and third down, aksamala, 
while of the three at left, the first one stretched out rests on rock 
symbolic for Mt. Potalaka, the second holds a cakra by a stem 
and the third a stemmed lotus with a flamed jewel on. Cintamani 
cakra Avalokitesvara has for his garment a pink shirt, a white 
scarf of maroon. From his crown flow out on each side scarves of 
pink and red ribbons hang in loops that go over his forehead. 
Above his figure in the painting is a canopy^^ of pao-hsiang bua 
which is a conventional lotus. 
In the painting in the Chang Sheng-wen Scroll, nov/ 
preserved in the National Palace Museum, R.O.C., as described 
above, there is a usual figure of a three-pronged vajra at top 
signifying its Buddhist affiliation and a group of four devotees 
below. The painting is datable c. 1173-76 A.D. 
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In painting Nyoirin Kannon is very well represented in a 
woodblock print on paper produced in the Kamakura period, c. 
13th century A.D. The work's preserved in the Gokuraku-bo, 
Nara. The figure has two separate circular halos, one against the 
tilted head and the other covering the rest of the body shows in 
very nice fine lines one of the right hands hanging over the right 
knee and holding the rosary of beads, a second right hand 
touching the cheek and' a third holding the cintamani at breast, 
of the three hands , one holds the stalk of a lotus, another a 
cakra and the third thrown down to 8 test on the pedestal, a 
rock. 
In Java, this concept of Cintamani cakra is beautifully 
represented in a bronze of lOth-centuries A.D. A line-drawing of 
the sculpture illustrated here shows the deity with the usual 
Japanese fineness and serenity of expression that characterises 
Avalokitesvara. Seated under a Chatra with a halo in a triple-line 
circle that is surrounded further with an ornate ring of flaming 
design, the deity, six armed, has a seated effigy of the Dhyani 
Buddha Amitabha on the crest, he being affiliated to this Dhyani 
Buddha. Of the six hands , the uppermost right hand 
characteristically is raised up touching the forehead instead the 
cheek, the next lower holds the rosary of beads, and the 
lowermost has a styalized cakra. Of the left hands , the 
uppermost has an elongated flower, the next lower flexed at the 
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allow and drawn towards breast holds on palm outstretched 
unusual ly the cintamani jewel, while the lowermost left holds a 
long-necked kundika. The figure is richly ornamented by a crown 
(kinta), hara valayas, armlets and nupuras . The sitting posture 
as usua l for Cintamanicakra is a kind of Maharaja Lila in which 
the right leg is raised flexed at knee and placed on the left, 
through due to workman's inadept skill the placement of the 
palms is not correctly done. The sitting plank is placed on the 
double petalled lotus; A comparison of the art of Nalanda and 
Java at the glorious epoch of Nalanda 9*^ -10^^ centuries A.D., 
show the common source of inspiration from the Pala school. As 
pointed out by Kempers, the fact that most of the bronze 
sculptures from Nalanda had been executed in the middle of the 
Qth century, a period by which the Hindu-Javanese art of the 
Malayan Archipelago had reached considerable maturity, is itself 
a pointer to this common source for styles in iconography. 
Ganesa and Vaisravana Kubera in India and East Asia 
This hypothesis helps to explain the presence of 4*^ the 
God of Fortune' in Buddhism, but it is insufficient to unders tand 
the origin of the materialization of the God in the form of 
Kubera. For this, one has to search in the epics, as Buddhist 
sources do not present an explanation. 
In the Mahabharat Kubers is the son of a cow and of 
Pulastya, who is the "spiritual son" of Brahma. The name of this 
cow, which the poem does not disclose at this point, is given 
elsewhere in the form Idavida/Ilavila. But, even if the name of 
the material cow does not appear, this legend is e-oked in 
another passage, for, Kubera is there called Ailavila, that is, 
"Son of Ilavila." 
This passage is summarized thus in the Index of Sorensen: 
"The four cows that support the rations^^ were born of Surabhi; 
they are: Surupa, to the East: Hamsika, to the South; Subhadra, 
to toe West; and Sarvakamadugdha, to the North 1'. Kubera is 
identified with the 'cow of all desires' correctly called Ailavila. 
Since this cow is a descendant of the famous mythical cow, 
Surabhi, and srx-e its name is a derivative of Ijavila, one has to 
admit that Surabhi and Ilavila are identical. The celestial cow of 
the epic, Surabhi , is like the Vedic cow-goddess, Ila, the symbol 
of abundance . It is thus difficult not to fink Ila with Ilavila. 
Following a different sequence of reasoning. Hopkins arrives a; 
the same conclusion, while studying Vedic mythology he even 
directly links Kubera with Ila. His goal is different though, for he 
gathers si tuat ions that express the propensity of Ila and Ilavila 
to change their sex. He concludes "Ailavila must be related to the 
hermaphrodite Ila". 
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The Ramayana assigns Devavarmm, daughter of 
Bharadvaja, as mother of Kubera. The two epic poems agree, 
however, on the identity of Kubera's father, he is Pulastya. 
Kubera, called Vais'ravana here, that is. son of Vis'rava, one is 
however, surprised at the name given to Kubera. Pulastya, 
spiritual son of Brahma, is said to have had, with a cow, a son 
called Vaisravana. This son leaves his father to go to his 
grandfather, Brahma. Furious with his son, Pulastya brings 
Visrava out of half of his own body to harm Vaisravana. It is 
then that Brahma gives Vais'ravana divine a t t r ibutes , so as to 
prevent Pu.istya from harming him. The divine powers that 
Vaisravana got were: immortality, sovereignty over riches, 
protection of one of the regions of me world, the friendship of 
Siva, master ' over Yaks a. a son a capital, and an aerial chariot. 
According to this story, Vis'rava is thus a form of Pulastya 
created to harm Vais'ravana, but who does not show himself till 
quite late after Vaisravana's birth. It is t hus difficult to 
unders tand the patronyrnica) relation which the epithet "Son of 
Visrava" implies. It seems that this name was as arbitrarily^^ 
formed as that of Vais'ramana, which is a variant found very 
often in Chinese or Chinese-onginated texts. The origin of the 
name Vaisramana explained in Japanese texts, is: "Vaisramana 
is a name given to Kubera, for, while Buddha was explaining the 
Law one day, Kubera came to hear Him clothed like a Buddhist 
21 
monkis. The other monks seeing him thus clad, could not help 
exclaiming: vais'ramana!" 
The divine powers attributed to Vaisravana are always the 
same, whether these were given as a result of the family dispute 
or acquired by him by austerities. 
The fabulous story of the attribution of the powers and of 
the function of Ailavila/Kubera, Cow of Abundance, and 
Upholder of the North, shows that the most prominent 
characterist ics of Kubera are that he is the 'Lord of the riches' 
and Guardian of the World. Actually, these characterist ics are 
also to be found in the epic and Buddhist aspects of the God, 
and the theme of his birth as 'the Cow Ailavila' forms the capital 
element of the myths^^. 
While Kubera is not to be found in Vedism, epic literature puts 
him alongside the greatest of Gods. He is one of the four Lokapalas, 
the others being Indra, Yama and Varuna. He is one of the eight great 
devas, with Surya, Soma, Vayu, Agni, Yama, Varuna and Indra. It is 
interesting to note that in the two groups, all the gods except him are 
Vedic gods, he is the only one who is new or seems to be so. 
Even though Kubera is the Guardian of the North, both in epic 
tradition and Buddhist legends, he exceptionally guards the East 
when associated with Indra. This association which sometimes seems 
to be a fusion so much so that sometimes Kubera replaces Indra in 
22 
the list of Lokapalas. is comparable to that of Indra and Vajrapani, 
more so, since Vajrapani, and Kubera often replace one another as 
Chief of the Yaksas. But, one must not forget that under the multiple 
aspects of the Indian deities there is always an identity and simplicity 
in the mythsi'^ they represent. 
This is, therefore, the genealogical tree of Kubera, deprived of 
the secondary ramifications which prevent one from having a clear 
view. This tree has two branches as the god appears on the one hand, 
to be the son of a cow, he himself being a cow-goddess, and the other, 
he is connected to Brahma through his father, even though his 
mother is, here too, a cow. 
The Buddhist images and rituals are difficult to interpret: the 
characteristic traits and important epithets are literally drawn and 
hidden in very ordinary forms and formulae. The knowledge of these 
traits and epithets is indispensable, however, and the aim of studying 
epic and Buddhist mythology side by side, is to be able to get a well-
defined outline of the God, instead of the hazy^^ picture that usualty 
emerges. Two examples taken from a Buddhist ritual which will be 
analysed later, may helps to explain this. The text of this particular 
ritual starts by hailing Kubera as Brahma-Kumara, that is "Young 
prince of the Brahma progeny". If one did not know the epic legend 
about Kubera's birth, this Buddhist epithet would be 
incomprehensible. Further, in the text concerning the same ritual, 
Kubera is mentioned as "Young princess" (Kumari) and "queen" (beau-
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mo). The tendency of Kubera to change his sex is a queer phenomenon 
and one can have suspicions concerning his hermaphrodite nature. 
The two mythical characteristics, descendant from Brahma, and 
a hermaphrodite nature, are unusual, specially when placed side by 
side. It is, however, possible to distinguish between them only with the 
help of epic tradition. One question remains, however: we have seen 
that Kubera is one of the four Lokapalas and one of the eight "big 
devaf of epic mythology. How is it, that he is the one who enjoys such 
popularity in Buddhism? Why is it that Indra, Agni or Varuna, were 
not chosen? How is it that in Buddhism of the four Grand Kings which 
protect the world and the Law of Buddha, Kubera is the most 
prominent? The answer lies in the fact that Kubera is also the God of 
Fortune. 
While studying about the cult of Kubera in Buddhist rituals and 
images, one is struck by certain analogies which are apparent with 
Ganesa, the famous God with the elephant-head. Foucher says: "Often 
we find the corpulent figure of Ganes'a at the entrance of temples, 
reminding us of Kubera, the Distributor of Riches." 
Excluding the face, the two gods resemble each other as two 
identical twins would. The rat, the constant attribute and vahana of 
Ganesa, is replaced by Kubera's mongoose. The mongoose signifies 
purse full of money and the rat a store-house full of grains. The 
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images found in Chinese Turkestan, and Buddhist rituals allow us to 
further confirm the identical traits of the two deities. 
Among the documents brought back by Paul Pelliot from Touen-
houang, and kept at the Bibliotheque Nationale, Paris, two paintings 
have hitherto remained unexplained. These paintings show that 
certain rituals and epithets normally connected with Kubera, are 
attributed here to Ganesa, while others, even more explicit, show 
Kubera with Ganesa's characteristics. These paintings illustrate a 
state of cult in which, not only is there great similarity between the 
"two identical twins" as Foucher calls them, but there is a merger of 
one with the other. Before starting the analysis of these paintings, one 
must note the symbolic value of elephant-tusks in Tibetan imagery. 
An important detail for research can be observed on many 
paintings : it is the representation of the treasures. The motif is that of 
a heap of jewels from which emerge ivory teeth. Sometimes mother-of-
pearl ^ ^ and corals are also shown. The ivory teeth are also to be seen 
in the basket filled with jewels held by Vasudhaia, the goddess of the 
Earth, one of the forms of Sri Fortune. 
One finds them, finally, in the mass of jewels beneath Jambhala 
that is, Kubera. In Tibetan imagery ivory is considered to be a Jewel 
as corals are. One may link this with the two unpublished paintings 
found in Touen-houang both of which represent the Great King 
Vaisravana (Kubera). 
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In one of the paintings, the Great King has an open aureole 
around his head, whose form and colour make one think of elephant 
tusks, well-drawn at that. In the other painting^ at the feet of the huge 
Vaisravana, there is a figure represented in a pleading posture, who 
has an elephant head with at least three tusks. He is a superior gana, 
a Ganesa. The chief of the Yaksa reigns here, whether he is 
subjugating or granting wishes, and this is why, this document is of 
interest for the story of Ganesa as much as for that of Kubera. 
The elephant tusks surrounding Kubera's head, and the 
imploring elephant-headed figure, are transpositions of the Tibetan 
cliche of the representation of jewels. In one painting, in ivory tusks, a 
symbol of riches, are worn by the God himself, while in the other 
painting, they are separated from the deity. But this dissociation is 
only apparent. It is a pictoriaPo procedure identical to the one which 
shows in both the paintings, an acolyte holding the mongoose-skin 
purse, which is often held by Kubera himself. 
A study of the epic mythology, Buddhist rituals and Tibetan and 
upper Asian paintings leads one to believe that, like the cow-
goddesses of Vedism and the epic poem to which he is attached, 
Kubera incarnates Abundance and Fortune, He becomes the Master 
and the Distributor of this Fortune, and his promotion probably 
coincides with the localization in a particular region and the 
specification of the functions of Yaksa, Garia and other genii of the 
riches that act under his orders. He possesses the universal royalty^i 
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of the man-god, for he is Cakravartin the universal Monarch of 
Vidyadhara he is the Enchanter par excellence, and when Buddhism 
adopts magical practices, he becomes a Buddhist god. 
Transported by the Vehicles of the Enchanters and Buddhist 
magic that were greatly associated with gods of Fortune or genii of 
riches, the image of Kubera borrows traits of local gods. This is why he 
is adorned22 with elephant tusks which may be a substitute for the 
horns of the cow-ancestor in a country where ivory is considered a 
jewel. In India, it seems that the image of a bovine god and that of an 
elephant-god were often separated, after being superposed to 
represent the God of Fortune. In all cases, researches on the cult and 
the images of Kubera always focus on a deity whose teeth are 
characteristic. The teeth either follow the tongue or are reduced in 
number to eight, or like in Japan, they are in the form of long hooks. 
One of the Indian names of Kubera is Jambhala, the word "Jarnbha" 
meaning "teeth". While migrating to the East, other ancestral traits 
reappear. If is probable that it is in reminiscence of the hermaphrodite 
nature of Ila/Alavila/Kubera, or of his tendency to change his sex, 
that we find strange figurines of Ganesa and of Kubera with two 
bodies, as in Japan. 
To summarize, the Buddhist god of Fortune, be the Indian or 
emigrant, synthesizes in a simple image, naturally very complex 
notions of old epic myths, and attributes those of local deities being 
displayed. 
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In Japan, Genesa is popularly known by the name of 
Nandikeswara. His presentations in paintings and sculpture with two 
arms, four arms, and six arms, are available. In drawing in standing 
posture and having four arms, he is endowed with a right hand 
holding a pearl-jewel and another as holding an ono (axe) fixed to a 
long staff, o the same side, while the left hands hold a vajra and his 
broken tooth. In another drawing, he is to be similarly shown standing 
and endowed with six hands, holding at right in the uppermost one a 
sanko-sho (three pronged vajra), in the middle one, a kensaku (rope) 
and in the lowermost, a long vajra. In the left hands, he weilds a 
sword, holds a pearl-jewel and grips a kongo-ken (vajra-khadga). 
There is further, so far as the sculptures are concerned, a stone figure 
in close showing embrace the male and female forms of Nandikeswara 
known as Shoden preserved in the collection of Joko-ji as in Nara 
Prefecture. 
SENJU KANNNON (SAHASRABHUJA AVALOKITESVARA) IN JAPAN 
Under esoteric influence in Japan Avalokitesvara developed an 
interesting form: Senju Kannon (Sahasrabhuja). There are few 
outstanding images of this variety of Avalokitesvara which resemble 
the Indian Arya-Pala. A form with eleven heads with a bust of Buddha 
at centre raised high and one imminature standing, at front of head, is 
in the golden Hall Toshodai-ji, Nara, c. 2nd half of 8th century A.D. 
This dry-lacquer Toshodai-ji image has the two front hands made up 
into the anjali or the namaskara mudra. In this type, the convention 
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was to show bigger and prominent eleven to fourteen hands each side, 
with attributes, and numerous others, on both sides, smaller and with 
different weapons^s (ayudhas, attribute), which may not, however, 
count a thousand all together. The image under discussion, from top 
high, anti-clockwise,, a seated Buddha on plam, mirror (Jap. Kagami). 
MAHAKALA IN INDIAN AND EAST ASIAN ART 
Mahakala as a deity is in worship in India and China as the 
protector of temples and shrines from very olden times. He is also 
revered as the god of Fertility in these countries of ancient civilization. 
Ichnographically the deity is endowed with various forms. The number 
of hands attributed to him when represented in paintings and in 
sculpture vary from two and six. In Japan he is known by the name of 
Daikokuten and in China as Ta-hei-wang. In a Chinese silk-scroll 
known as the Chang Sheng-wen Handscroll the label describing a 
figure of Mahakala reads : Ta Sheng T'a Hei Tien Shen which means 
The Great Holy God Maha Kala.'i In the latter Scroll the deity is 
illustrated showing him four-armed. The upper right hand holding 
trisula with a head pierced on it and the lower right a bowl, while the 
upper left has a drum (dawaru] and the lower left pastr. On his right 
two demons holding sword and other weapons with grimacing faces 
stand guard to the deity whereas two females are depicted standing 
with offerings. Mahakala is endowed with serpent ornaments as h&a, 
valaya, anklets etc., with a garland of severed heads and a crown set 
with tliree such heads. The three-eyed deity, moustached, has a 
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grimacing face and is standing on rocks put on a sheet of water. His 
Buddhist affiliation is indicated by the depiction of a vajra at top of 
the composition. The halo at back has flaming patterns. Flapping ends 
of clothes at all vantage points, and the back-drop of cloud-patterns 
suggest the Chinese idiom specially that cropped up in the Yuan 
regime. 
A late figure in gilt bronze of the Ming dynasty period in China 
depicts Mahakala in squatting position. He is endowed with two 
hands, the right one is flexed and taken towards the breast and is 
holding an indistinct object while the left is in the pose of holding an 
object probably a bowl. With a crown richly ornamented, and 
adornments all over the body, the deity has a grimacing face with 
fangs, and bulging eyes. Belted at the hip he wears a garment of loose 
strips and has probably^"* an armour and breast-plate. His squarish 
face and partly opened mouth adds to the fierce character that he is 
required to represent. 
I Japan, Mahakala known as Daikokuten, as already noted, has 
another appellation25 namely, Makakara, which is phonetically akin to 
the Sanskrit name for the deity. Functionally, he is also 'the god of 
Fortune and Treasures'. Here in this land, the deity is represented in 
art in two forms: 1. with two arms, and 2. with six arms. The six-
armed form, three-faced, holds up an elephant-skin, thus partaking of 
the character of Gajantaka aspect of Siva in Brahmanic mythology, 
and grips a stag by its horns by one of his left hands that corresponds 
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to the Brahmanic iconography of the Daksinarnurti aspect of Siva 
lifting up a stag, explained by scholar as representing him as 
Pas'upati, the two lowermost hands of Mahakala holding a sword and 
touching it, respectively. The variety of Mahakala with two hands is, 
however, more widely worshipped and, therefore, represented in art 
more frequently. In this form the deity Daikokuten is dressed in plain 
clothes with a cap on head. Being supposedly imported from China. 
According to the deities available in the relevant scriptures, the 
two-armed form of saikokaten as made of wood, is to be placed beside 
pillars of a temple or in front of store-houses or doors of such edifices. 
He is to be presented in the form of a king and should be given black 
colour. Daikokuten is also regarded as a changed form of Jizaiten 
(Siva). This form is taken to be fit for being placed in Samgharamas. In 
another authority. Daikokuten is regarded as a transformed concept 
from Kenrojiten (Prthivi). He wears a pair of tucked up trousers with a 
robe of short length and narrow sleeves. His right hand is fisted and 
placed near the waist. His left hand holds a big sack, gray coloured, 
slung26 over his left shoulder. 
The scriptures also prescribe a six-armed variety of the deity 
where the three faces as attributed to him in this variety, are of blue 
colour when painted. The two front hands together hold a sword 
almost horizontally, in the next right hand he holds a sheep and the 
third hand and the third right left hand together hold an elephant-
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skin at the back. The second left hand holds a human being by the 
neck. 
The deity is placed at the left side of an image of Vinayaka in the 
Taizokai Mandala and appears extremely fierce. According to this 
description also he has fangs shown out in his half-opened mouth 
while his hair stands out like serpents. He is richly ornamented with 
pendant: hanging on his chest. The iconography of Daikokuten 
according to the Taizokai Mandala almost tallies with the description 
already noted. 
In India: Mahakala is one of the several Hindu gods that was 
absorbed as a Buddhist deity. In fact, Mahakala is one of the three 
prominent Hindu deities to be so included, the other two being 
Ganpapati and Saraswati. Sadhanamala, the Buddhist iconographic 
text, mentions several forms of Mahakala. The text, Nispannayogavali 
also notes the details of iconography of Mahakaia. The two-armed 
variety of the deity has kartri and kapala in the hands and is given 
colour blue when painted according to the Sadhanamala. In 
sculptural representations, he is shown as trampling on two dead 
bodies. Another form has four arms according to a Sadhana, the 
hands carrying kartri, and kapala in the principal front hands and 
sword and khatvanga in the other two. Another Sadhana still 
mentions him as six-armed wherein he is given to hold in the three 
right hands kartri, rosaiy of beads and damaru, while the three left 
hands have kapala, sula and vajrapasa. A fourth kind of form of 
32 
Mahakala is further known in the Sadhanamala^ according to which 
the deity is sixteen-armed. In this form, he is endowed with eight 
faces, twenty-four eyes, and four legs. While his two front hands, right 
and left, embrace Prajna. the remaining seven at right hold kartri, 
vajra, elephant-skin, along with the corresponding left, mudgara, 
trisula, sword and Yamadanda, and the remaining seven at left have 
kapala full of blood, elephant asking as afore-said, bell, god, fly-whisk, 
damaru and a human head. 
The form of Mahakala is presented in sculpture and painting in 
China, as already noted, and also in Tibet. In the latter region, the 
Banners give place to Mahakala as a deity fierce for all opposes to 
Buddhism. A multi-faced form of Mahakala is illustrated on a Tibetan 
Banner in which the three-eyed deity has crowns of skull on the 
heads. With half-opened mouth with fangs displayed, the deity has 
serpent-ornaments almost all over and has a miniature of 
Padmasambhava as its sire. 
SUKHAVATI LOKESVARA (NEPALESE BUDDHIST IMAGE) 
In Buddhist iconography, Nepalese bronze and gilt brass icons 
perhaps provide the largest variety of representation as prescribed in 
the different relevant texts. The texts, again, refer to often quite a 
number of sub-varieties under one concept. This is evident in the 108 
varieties of Avalokites'vara, otherwise called Lokes'vara,i listed in 
Buddhist iconography. In fact, these one hundred and eight varieties 
33 
are illustrated by line-drawings in the Macchandar Vahal. 
Kathmandu, Nepal, which has been the storehouse not only of 
drawings and painting but metal images to a large extent. It is an 
established fact that in this hill-tract state, Tantric Buddhism found 
the fullest expression mostly from the 9^ ^ century A.D. Whereas this 
Tantric influence from India to the south of this hill-guarded are;: 
helped the full-flowering of the Mahayana pantheon, it also 
transmitted to trans-Himalayan southern China, the forms that got 
its rudimentary elements in this small Himalayan state. There are 
evidences also that Nepal assimilated and patently exhibited some of 
the Chinese traits in turn. The later kingdoms of Nanchao and Tali in 
Southern China were the most to be imbued with this Tantric 
Buddhism as expressed through extant drawings of iconic entities on 
silk scrolls of the late twelve century A.D. 
The varieties of Avalokites'vara or Lokes'vara assume different 
forms and are given appellations according as they are benign or 
malevolent. They also vary in their nomenclature in keeping with the 
appearance of the ayudhas and hand-poses they exhibit. Stylistically, 
however, they have a commonness in the delineation of the halo 
behind, the exuberance of ornaments and the stylisation of their seats 
when the latter consists of a platform set on an open-petalled lotus. In 
the ornamentations, specially in the very late examples, they differ 
from those executed in Tibet in the conspicuous absence^^ of precious 
or semi-precious stones set into the ear-rings, armlets and wristlets. 
34 
It has ever been observed that these varieties of representations 
as icons, show a convention, a regional convention indeed, that the 
figures have a metamorphosed third eye in the shape of an elevated 
dot that distinguishes them from Hindu, that is, Brahmanic, 
divinities. In so far as the female form of the belly is concerned, 
whether as individual deities or as an accompanying Sakti, a slimness 
invariably characterises the delineation inspite of the otherwise fleshy 
and rounded body These late forms, in the case of male deities, show 
a feature of straight-angled broad shoulder as demanded by 
masculinity. 
It is also often noticed that, probably due to *he promiscuity of 
styles, though not always common, in the regions of South China, 
Tibet, and Nepal, flapping lower ends of scarfs at the side-mark a 
feature of pleasing margins endowed to the entire composition. 
In the instances from the regions aforesaid, whether Brahmanic 
Hindu or Buddhist, an icon is always taken to be the ground to 
display the artistic skill of a composer through constrained efforts, of 
putting in as much ornaments on the iconic entities as can the 
concept represented take on. So far as the "weapons' (ayudhas) held or 
the poses exhibited by the icon are concerned, they become thereby 
subservient to the form. This, in fact, indirectly gives the artist the 
freedom to deviate^s from the written textural prescriptions. 
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CONCEPT AND ICONOGRAPHY OF VASUDHARA 
(JAP. VASUDHARA BOSATSU) IN INDIA AND EAST ASIA 
In Indian Buddhist iconography, Vasudhara, sometimes known 
as Vasundhara, is conceived as a female deity and consort of 
Jambhala, the god of wealth and abundance, bearing mostly an effigy 
of either Aksohhya or Ratnasambhava on her crown. In Bengal, and in 
a figure from Jhewari, Chittagong, now in Bangladesh, preserved in 
the Indian Museum, she is represented with one face and two arms of 
which the left carries a leafy branch, a sign of wealth and abundance, 
in conformity with the character of her Lord, Jambhala. while her 
right hand is in the varada mudra (gift-giving pose). She is represented 
as an youthful lady wearing the usual hand-ornament like valaya, 
keyura etc., and a mukuta (crown). In painting, she is given the yellow 
colour. Sometimes, she is represented as an accompanying deity, such 
as the deity Ucchusma, as in a Sarnath image. She is also often 
represented as single-faced but six-armed, seated in lalitasana. Of the 
six hands, the right three have, respectively, the namaskara mudra, 
the varada and a sheaf of com, while the left three have respectively a 
book, sheaf of corn, and a vessel of jewels on lap. Bedecked as in the 
two-armed variety, and with a serene expression, her head is shown 
raised flame-like. 
A ninth century figure from Nalanda, now in the Nalanda 
Museum, depicts Vasudhara seated in lalitasana, smiling, and is 
crowned, while kundalas, valayas, keyuras and nupuras adorn wrists. 
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arms and ankles. She wears a necklace and a flowing hara is taken on 
her bust in the fashion of an upavita. A product of the Pala School, 
this figure of Vasudhara, as the consort of Kuvera, holds a treasure-
vase (nina-kumbha} on a lotus held by the stalk, in her left hand, while 
the right grasps what looks like a jewel or a matulinga. There are 
three other treasure-vases below her seat while further in a line at left 
is a female figure in miniature while at the right corner is a miniature 
of a leafy branch symbolising the sheaf of corn that forms most 
conspicuous cognisance of the deity. At right at the top, near the 
border, is still another treasure-vase. 
An inscriptional record from Sarnath, datable c. 10th century 
A.D., mentions Vasudhara a bestower of wealth in the form of money 
and gold, and destroyer of all misery in the three worlds, without, 
however, giving any details of the iconography of the goddess. 
In China, images of Vasudhara are rare, though the concept 
was absorbed in esoteric Buddhism in that country. Described as an 
Avalokitesvara, a beautiful, drawing in the Chang Sheng-wen scroll, 
now in the National Palace Museum, ROC, shows a high-crowned two-
armed male figure with flame-bordered halo. The figure holds a willow 
branch (which could also be a sheaf of corn), in the right hand and in 
the left a kundika (which could be a treasure-vase). In China, as well 
as in Japan, Vasudhara is also regarded as Vasudhara, as a male 
concept. It is thus possible, taking the alternatives in the hands, that 
the figure represents Vasudhara, a male, as in Japan, as the deity of 
abundance and prosperity. In the drawing, the deity places his two 
feet separately on one lotus each, has a flowing lower garment, pink in 
colour. A To ba (Stupa pagoda) high above is flanked by the top of two 
temples. A streak of black line over the upper lip confirms the male 
character of the deity, who, as aheady said, has been variantly 
considered as a female entity under the appellation: Vasudhara. The 
Chinese inscription at the right of the deity, who is depicted with a 
tilted head, reads: Nan-wu ku-chueh hai-an Kuan-shih-yin, which 
translated means - Adoration to Avaiokitesvara, the solitary crosser of 
the sea-shore, which, though cannot be related to the iconography of 
the figure drawn, most probably has a reference to the monk, who 
incarnated as an Avaiokitesvara, made a trip from India to Yunnan, 
apparently by sea-route, as depicted in an Yunnanese Scroll. 
The appearance of the deity in Japan is interesting and is in 
Esoteric drawings. It is two armed Bosatu (Bodhisattva) and a male 
deity; Vasudhara," Known as Jise Bosatsu, he holds a vase in the 
right hand at breast with the left in Semui-in, ahhayanwdra, with 
palm slantingly poised. With the character of the deity as a bestower 
of wealth and prosperity and in general, the protector of society, its 
features consist of as a Bodhisattva, a sitting posture of a cross-legend 
one, Kekkabu za on a lotus flower. Often, again, one of the two hands, 
the right one of which holds, a fruit of Good Fortune'. In Japanese 
Mandara. Vasudhara is the central figure as Jise Bosatsu where the 
deity is painted in blue and yellow and is given to wear a crown and 
other ornaments. A number of deities surround her central figure, 
such as Taisho Ten at right holding a lotus. A To ha (stupa, pagoda) is 
painted at left. Two serpent kings are shown standing below the 
deity's lotus seat, half immersed in water below. The latter are 
crowned with serpents, with one of them holding a treasure-box with 
both hands, and the other, a sacred vessel. A figure, appearing to be a 
soothsayer, stands behind them. Two celestials are pouring down 
various treasures from above. 
ICONOGRAPHY OF BATO KANNON (HAYAGRIVA) IN INDIA AND 
JAPAN 
Bato Kannon in Japanese Buddhist pantheon is an absorption 
of Hayagnva of the Brahmanic mythology. Hayagnva or the "Horse-
necked one" as an independent deity is an emanation from Dhyam 
Buddha Aksobhya, according to Indian Buddhist iconography. 
According to the prescriptions in the SadhanamalaJ the deity is to be 
of red colour, with eight arms and three faces, each face with three 
eyes. His right and left faces are blue and white respectively. Snakes 
are his ornaments. He sits in the lalitasana and looks wrathful. His 
first face is a smiling one. The right has a protruding tongue, and he 
bites his lips in his left. Clad in a tiger-skin, he shows in his four right 
hands vajrr., staff, the karana pose and a raised arrow, while his left 
hands respectively have the index finger raised, the second touches 
the breast and the two remaining ones hold the lotus and the bow. A 
miniature Aksobhya figure appears over his head. In Japanese 
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iconography. Bato-kannon has a horse over head. It is represented 
standing or seated, either in vajrasana or in the maharajallla^^ with 
the right knee raised, of angry demeanor, he is endowed with a third 
eye, the hair standing upright from which protrudes a horse's head. 
Bato Kannon, however, was not very popular in Japan. In the variety 
that has three heads, the angriness on each of these is expressed 
differently, the central head having a horse's head above it. Generally 
Bato Kannon is eight-armed, the two frontal normal arms together 
form the renge-no-inmudra signifying the lotus flower. The renge~no-in 
is formed by all fingers being locked up except the indexes touching 
each other at the tips and pointing upwards. 
As a Dharmapala god, Hayagnva, is known in China as Pi-
mihma-t* eu-kin-kang&nd is regarded, as in Japan, as of the rank of 
Bodhisattva. The most normal form of the deity shows him as wielding 
a sword in his right hand and holding a lasso in the left. In the Nara 
period in Japan when his images start being made, it appears, he was 
given six hands, and from the beginning, because of his protective 
function, he is shown wrathful. The image in wood at Daian-ji, Nara, 
has six hands with his nonnal front two hands forming anah'or 
namaskara mudra. The others hold among the weapons, the Trisula 
(Trident, Seko geki) in the uppermost right hand, in this eighth 
century icon. In an image of the Kamakura period, dated 1241 A.D.^, 
standing, and of painted wood, in Jomri-ji, Kyoto, the deity is three-
faced, eight-armed, with a couchant horse, facing, above the head-
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gear and flamed background, and gives a complete iconography of this 
Dharmapala deity. Its all three faces are fierce-looking, with the front 
face having a third eye. There is a singular hara, though moderately 
ornamental. The upper gannent consists of the continued tradition of 
an over-lapping scarf flowing down on to the pedestal; the lower 
garment is a loin cloth reaching beyond the knee with wavy fold-
marks in the lower portion and held in a knot at the waist. The deity 
stands on a multi-petal led lotus. The flames at back from the 
pedestal rising up beyond the head signify the complete wrath against 
the aon-believers or the enemies of the accepted Faith, Budhism. The 
two front hands are joined in anjalior namaskara mudra, while the two 
lowermost hands, one on each side, in three-quarter profile, indicate 
apparently the varada mudra. Of the rest, the two next upper hands, 
each side, hold out the abhaya, 'protection' or 'assurance' for those 
that adhere to the Faith. The uppermost right hand has the three-
pronged vajra (sanko-sho) shown half, while the corresponding left has 
the single-point vajra (toko-shd). A. seated Baio Kannon^ from 
Chuzan-ji, owned by Nakayama-dera Temple, Fukui, three-faced, 
eight armed, who halo in two circles, one covering the head only and 
the other the entire body, in the picture not .included, shows the half-
opened front mouth with wrathful expression, The front face has three 
eyes, hair rises up from its two sides, with a horse's head at centre of 
head-gear. It is set before a bunch of peculiarly braided hair. The 
sitting posture is special with the right knee half raised and the left leg 
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leisurely put. Both on a lotus seat. The Mra is tasseled as in the 
previous epochs. The eight hands of the deity in this instance bear in 
the clockwise order, in the left outer hands, astara cakra (rimbo, 
wheel). kalasa(byo, vase), the lowermost one outstretched as in varada 
(boon-giving nose), varada again in the lowermost right one, and the 
others at right hold, clockwise, parasu (ono, axe) and probably a three-
pronged vajra (sanko-sho). The two inner hands, one from each side, 
make up the form of a half-open lotus. 
Perhaps it is interesting to take note of an iconographically 
peculiar form of Bate Kannon in the Dai-hoon-ji, Kyoto.^ In standing 
posture, with a rayed halo super-added by another plain circle (not 
shown in the picture), Bato Kannon here, fierce as usual with half-
opened mouth and protruding teeth from sides, and raised eye-brows, 
and hair upright at sides, has an effigy of a frontally presented horse. 
Apparently the trivalivH neck is reminiscent of Tang idiom. The figure, 
in its six arms have, clockwise from left top, single-point vajira (toko-
sho), sanko-sho in a frame, the lower-most two hands tarjani (index 
finger) almost touch each other, with the others about to close in, as 
in a fist, sword (ken, Khadga), an axe (ono, parasu). The three faces of 
the deity, as usual, are fierce-looking, with raised up hair, and have 
three distinct colours. 
The concept of Hayagriva is traceable to Puranic and epic 
mythology of the Hindus. There Visnu assumes the form of a horse-
headed deity, cosmic in character, in order to recover the Vedas stolen 
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away by the demons Madhu-Kaitabha, According to another version, 
that in the DevJ-Bhagavatam Visnu assumed the form of Hayagriva in 
order to kill the demon of that name. A stone sculpture^^ from 
Nuggehalli in Hoysaia style has an eight-armed from of Hayagriva, 
where the horse-faced deity, wearing hara, kirita. valaya. anklet and 
uanamala holds in his hands, clockwise from top left sankha, khetaka, 
dhanus, padma, sarautpala [gada), cakra and khadga, Standing on a 
plain slab as pedestal, he tramples on the demon lying prostrate. 
In the Sarada-Tilaka-Tantram. Hayagriva is described as of the 
colour of the Autumn Moon, as being endowed with the face of a horse 
and as adorned with jeweled ornaments, as having a pair of hands 
holding a discus and a conch-sheli and another pair, placed on the 
thigh. 
A horse-headed image of a deity of the Unified Silla period, 736 
A.D. is discovered underground from near the tomb of Yu Shin Kim, at 
Kyungju. Done in relief, it reveals a refined beauty of expression and 
superb realism characteristic of Silla art. The deity, haloed, and 
wearing ornaments "like hara and. valaya is two-armed, and holds in 
the right hand a khadga supported by the legit. Visibly carrying Tang 
influence, it shows folds in the drapery, and has an upper wrapper 
over the shoulders. An adaptation from the Hayagriva concept, this 
apparently supplied the iconographic prototype for the Buddhist Bato 
Kannon in Japan. 
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CHAFFER - 2 
Comparison and contrast of the Buddhist 
Cave Temples of India and China 
CHAPTER 2 
Comparison and Contrast of Buddhist Cave 
temples of India and China 
Of the very earliest monastic^ communities, whose buildings 
must have been of wood, there is now of course no trace, but from the 
third century B.C. onwards the dwelling places of these early 
parishioners of the doctrine are preserved in solid rock. The type of 
rock-formation that allowed the elaborate hollowing-out of these cave-
dwelling only exists in certain areas, chiefly2 in Bombay Province and 
Hyderabad. Three such sites, in close proximity to one another, are 
situated about half way between Bombay and Poona. The 
arrangements is similar in every case. The largest cave of each group 
is in the form of a long pillared hall with apse-like end, which has 
been cut so as to leave a simple domed cylinder of stone rising from 
the floor. There is a passage between the walls and the row of pillars, 
so that the caitya may be conveniently circumambulated. On both 
sides of the main hall are smaller caves, arranged in convenient^ 
groups, depending on the formation of the rock. Sometimes they are 
built above one another. Sometimes there are several small cells 
opening off a larger courtyard. These small caves are hollowed out to 
form small square rooms, leaving a high platform at one side to serve 
as the basis for a couch. These are the earliest extant monastic 
settlements. The inward sloping pillars and the wooden roof-struts of 
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the chairtya-halls indicate their dependence on yet earlier models 
which were built of wood. Moreover the rock above the entrance is 
sometimes cut to represent wooden latticed windows of early Indian 
type and the gaping entrance of the cave was originally screened with 
wooden lattice work. In the later examples the pillars tend towards 
the perpendicular, and the stone-work of the entrance-arch itself 
becomes more ornate. Rock-architecture is seen to come into its own 
and to lose its dependence on models in another medium. The 
situation of these caves is always pleasant, but they are probably at 
their best during and after the monsoon, when the hills appear in 
luxuriant freshness. The grassy platform in front of such a row of 
caves is usually a few hundred feet above the general level of the 
ground and one can see for miles across the flooded paddy fields. It 
was the practice for those who went forth from home to a homeless 
state to wander freely for the greater part of the year and only during 
the season of the rains to settle in one place in comparative comfort; 
but from the time that the community began to receive regular 
support from the villages, there must have been an increasing 
tendency to remain as a member of a more or less fixed community. 
The rules were gradually relaxed, eventually^ even by those who 
strove to resist such relaxation. 
The origins of Buddhism in China have their roots deep in 
Chinese history. Scholars believe that Buddhism first became known 
in China about 100 B.C., when the Chinese had their first contracts 
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with the outside world, and that the first Buddhist classic appeared 
and monasteries were built about 60 A.D. Buddhism attained its first 
stage of development from the third to sixth centuries A.D. and 
reached its zenith^ during the Sui and Tang dynasties, from the sixth 
to the ninth centuries A.D. 
The advent of Buddhism (P^ Cent. A.D.) introduced art of a 
different character. Works of sculpture, painting and architecture of a 
more distinctly religious nature were created. With Buddhism, the 
representation of the Buddha and of the bodhisattvas and attendant 
figures became the great theme of sculpture. The forms of these 
figures came to China from India by way of central Asia, but in the 6^ ^ 
Cent. A.D. the Chinese artists succeeded in developing a national style 
in sculpture. This style reached its greatest distinction early in the 
Tang dynasty. Figures, beautiful in proportion and graceful in gesture, 
show great precision and clarity in the rendering of form, with a 
predominance of linear rhythms. Gradually the restraint of the 7^ 
cent. Gave way to more dramatic work. Major sites of Buddhist art in 
cave temples include Donghuang, Lung men, Yun-kang, Mai-chi-shan, 
and Ping-ling-ssu. For about 600 years Buddhist sculpture continued 
to flourish; then in the Ming dynasty sculpture ceased to develop in 
style. After this time miniature sculpture in jade, invory, and glass, of 
exquisite craftsmanship but lacking vitality of inspiration, was 
produced in China (and was also made in Japan). 
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The caves at Tun-huang in particular show that the Chinese 
produced magnificent Buddhist paintings already at an early date -
earlier than all the paintings that have survived between Bamiyan 
and Turfan, except at Miran. The roads to the west gained steadily in 
importance from the Han period onwards, and Tun-huang was a vital 
military, political and commercial centre on the Chinese border. As it 
grew in wealth, and as its cultural level rose, so Buddhism began to 
flourish as well. Between 250 and 500 A.D. religion and commerce 
joined hands to bring wave after wave of material and spiritual 
influences to China from the west. Early Chinese Buddhist art would 
be inconceivable without this stimulus, which in the last instance 
came from Gandhara, but it cannot be explained solely as the fruit of 
these borrowings. In 366 the monk Lo Tsun had a vision of the 
'Thousand Buddhas' appearing on the summits of the mountain, 
peaks at Tun-huang; and subsequently one cave after another was 
hewn into the soft sedimentary rock there. They are situated over one 
another, in several storeys, and in former times were connected by 
wooden porches, galleries and flights of steps. At the end of the 7th 
century (in 698) 'more than one thousand caves' are said to have been 
in existence. This is of course a vast exaggeration, and is probably 
connected with the concept of the 'Thousand Buddhas', which gave to 
this spot the name Ch'ien-fo-tung ('Caves of the Thousand Buddhas'). 
According to the latest survey carried out under the auspices of the 
research institute at Tun-huang, the number of caves is 486. This is 
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impressive enough, especially in view of the fact that all of them were 
painted throughout and frequently also furnished with large groups of 
sculptured sacred images. 
The earliest paintings that have been preserved date from the 
latter half of the 5th century—immediately after the Chinese 
persecution of the Buddhist in 445-6. From that time onwards, right 
up to the close of the 8th century—i.e. into the later T'ang period — 
work was carried on unceasingly under the patronage of the Li, a 
family from which the local governors were recruited. Between and 
848, when Tun-huang was under Tibetan rule, little was produced, 
but immediately afterwards, once the Chinese persecution of the 
Buddhists in 845 was over, Tun-huang was again carefully looked 
after and expanded in size. It enjoyed the patronage of the Chang and 
Ts'ao families from 850 to 1035. The latter date falls some way into 
the Sung period, but although here as elsewhere in China Buddhist 
art now began to decline, the production of pious works did not cease. 
It continued until about 1300. In addition the older caves were 
restored at that time and again afterwards, although fortunately only 
on a limited scale. Thus Tun-huang provides us with an almost 
complete collection of Buddhist painting (and also sculpture) from 
approx. 400—500 to 1300, i.e. for a period of more than eight 
centuries. But this was not all: its discoverers, Aurel Stein and Paul 
Pelliot (from 1907), found, in a chamber that had been walled up for 
security reasons in or about 1035, a vast number of paintings on silk 
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or paper in a fairly good state of preservation. Thus in addition to the 
great collection of wall-paintings Tun-huang yielded an equally 
valuable collection of scrolls and drawings. Most of these works 
originate from the T'ang period, an era from which only a few other 
original paintings have survived. The history of Buddhist art in China 
during those centuries would have remained much more obscure than 
it is had it not been for the discoveries made at Tun-huang. Prior to 
this extremely little was known about basic problems of Chinese 
painting during the 500 years prior to the accession of the Sung 
Dynasty: the development of landscape painting, of three-dimensional 
representation, or of the colour-schemes used, and much else besides. 
Among the drawings found there were also sketches for Buddhist 
paintings in which the outlines of the figures are perforated, so that 
the composition could easily be transferred to another surface with 
the aid of coal-dust or some such substance. This provides evidence of 
one of the methods used to transmit certain types of painting, styles 
or iconographic traditions across vast expanses of territory. 
From an architectural point of view the caves at Tun-huang are 
much less complex than others in Central Asia. Most of them are 
simple cubic-shaped chambers, of moderate or small size. The largest 
chapels measure approximately 18 by 15 metres, and most of them 
are considerably smaller than this. They consist of a vestibule and the 
shrine proper. The latter has a ceiling that slopes upwards to a central 
square; along the rear wall there is usually a framed niche or a 
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pedestal on which the sacred images are placed. Less frequently these 
caves have stupa pillars in the centre, with an ambulatory around 
them, which was used in the rite of circum-ambulation (pradakshina). 
They have neither domes nor barrel-vaulting, but in some cases an 
imitation, painted with decorative designs, of the 'lantern cupola' 
found in other sanctuaries. Almost the only embellishment was in the 
form of paintings: the walls were divided into registers and panels, 
some larger than others, on which were painted, using a tempera 
technique on plaster, compositions of many figures. Very popular were 
countless 'realms of Buddha' and lengthy cycles of Buddhist legends 
(especially Jatakas). These colourful paintings must have made a 
dazzling impression upon the pious visitor: they will have stimulated 
his religious imagination, and made it possible for him to feel as 
though he were transported into a visionary realm, inhabited by 
sacred beings. Since the iconographic programmes came from China, 
this was pure Mahayana art. The ceilings, too, frequently feature 
representations of figures: in many cases imaginary celestial beings or 
the Thousand Buddhas, and above all ornamented panels resembling 
carpets. The latter were executed either in the austere, often 
geometric, style of the Six Dynasties period, which incorporated 
Iranian and Late Antique motifs, or alternatively in the exuberant and 
lavishly ornamented style of the Tang or the immediately subsequent 
periods, with their motifs inspired by organic life. By examining the 
treatment of identical or similar themes, we can obtain a clear idea of 
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the course of stylistic development: in pictorial representations from 
the early phase, that of the Northern and Western Wei Dynasty (386— 
556) the style was still archaic, abstract, linear and two-dimensional; 
we can then trace all the changes that took place in the Sui and Tang 
periods, right up to the Sung period. Of special interest are the motifs 
and elements from Central and western Asia (especially the Sassanid 
ones) that can be observed in Tang painting, here as elsewhere; these 
are, however, neatly integrated into a harmonious whole. Of special 
interest are the differences between the Late Tang style at Tun-huang 
and the corresponding paintings at Turfan, which modify this style in 
several respects and do not quite live up to its standards in point of 
quality. There may not be any outstanding masterpieces among the 
Tun-huang paintings, but technically and artistically they frequently 
attain a remarkable level. There are some vast, yet exquisitely worked, 
compositions which portray vividly the religious ideas expressed in 
them, and at the same time contain a wealth of most delightful detail. 
They combine lively draughtsmanship with brilliant but harmoniously 
arranged colours. For this reason one cannot under any 
circumstances consider Tun-huang art provincial or mediocre, despite 
the great distance that separated it from the main centres of Chinese 
art. 
Since that time, although Buddhism never expanded, its 
philosophy and teachings gradually merged with Chinese culture. 
52 
Buddhism influenced many aspects of the daily life of the people and 
played an important part in the spiritual life of the nation. 
When Chang Chien of the Western Han Dynasty was sent as an 
emissary to the country of Tai Hsia beyond the western borders of 
China the existence of another neighbouring state known in Chinese 
as "Sin Tu" or "Tien Cho" became known. Thus, the Chinese became 
aware of what we today know as India. During the first year of the 
reign of Emperor Ai Chung of the Western Han Dynasty (2 B.C.), a 
learned scholar, China Ching-hsien, obtained verbally from an 
emissary of the country of "Tai Yueh-chih" the text of the sutras of 
Buddha. 
In 64 A.D., Emperor Ming Ti of the Eastern Han Dynasty 
dispatched a mission of 18 persons, among whom were Tsai An and 
Chin Ching, to the "Western Realm" in search of the Buddhist 
scriptures. When the mission reached India, they met two monks, 
Gobharana and Mantanga, who were taking the Buddhist classics to 
China. The group turned back, accompanied by the monks, and in 67 
A.D., reached Loyang. They brought with them 42 volumes of 
Buddhist classics and a picture of Sakya-muni. Since these religious 
books were carried to China on the backs of white horses, White 
Horse Monastery was erected, in commemoration of the journey, in 
the suburbs of Loyang. 
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Subsequently, Mantanga translated into Chinese a volume of 
the Buddhist classics, of the Buddhist classics, "Fu Hai Chuang" and 
other literature. 
Soon, many other eminent monks began to come to China from 
neighboring countries. They wrote or translated some 292 volumes 
and made 395 copies of the Buddhist classics. 
This period marked only the first stage of the spread of 
Buddhism in China. The Buddhist religion had not yet entered into 
the social structure of the nation. After the Wei and Tsin dynasties 
many more monks came to China from the "Western Regions" while 
Chinese monks and laity went in increasing number to the West to 
learn the teachings of Buddhism. This laid a solid foundation for 
Buddhism's subsequent growth in the country. 
The contact between China and other countries stimulated a 
great increase in the translation of Buddhist classics and the 
propagation of the Buddhist faith. Many monasteries were erected and 
Buddhist objects of art created during this period. According to the 
Annals of the Wei Dynasty, (about 518 A.D.), more than 30,000 
monasteries were built in China. The making of stone and metal 
images of Buddha and the building of stone caves was widespread. 
At first only foreigners from the "Western Regions" became 
monks, people of the Han race were forbidden to follow this custom. It 
was not until the time of Emperor Wen Ti of the Wei Dynasty (220 
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A.D.) that Chinese began entering monkhood.^=¥fe€?;s:?fumber of 
Buddhist monks increased with each passing day. By 512 A.D. same 
13,727 monks and nuns were reported, and by 520 A.D. the number 
of Buddhists in China was estimated to have reached well over 
2,000,000. 
Although the Sui Dynasty lasted a relatively short time, 
considerable Buddhist literature was translated. Eminent Buddhist 
monks were accorded special honors and treatment and helped in 
translating Buddhist literature. In 606 A.D. an imperial edict ordered 
the establishment of a "Buddhist Classics Translation Bureau" in 
Shang Ling Yuan, Loyang. The order further stipulated that a number 
of translation experts with the title of "scholars" be appointed to assist 
in the translating. During the Tang Dynasty this work was pushed 
with even greater vigor. In addition to eminent monks, learned 
scholars were appointed to assist in putting finishing touches to 
translations of the classics. As a result, the completed texts were 
much better than the productions of the preceding dynasty. 
During the Tang Dynasty (618-905 A.D.) eminent Buddhist 
monks from the "Western Regions" continued to pour into the country 
in increasingly greater numbers. At the same time, substantial 
numbers of Chinese monks also traveled west for further studies, 
some of whom made important contributions to the task of translating 
the classics and returned with a larger collection of the original 
Sanskrit texts than ever before. Almost 200 monks took part in 
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translating Buddhist canons and literature during this period. There 
were renditions into Chinese of the Great Vehicle and the Little 
Vehicle, as well as the triple canon of Buddhism and numerous 
commentaries. At the same time at least 300 to 400 Buddhist 
treatises were composed by Chinese monks. By 845 A.D. over 40,000 
monasteries and temples were in existence, and the number of monks 
and nuns increased to 260,500. 
Buddhism continued to flourish throughout China, although it 
never again reached state of development comparable to that of the 
Tang Dynasty nevertheless the number of Buddhist temples and 
monasteries 
Cross-Cultural Influences in Modern Times 
Western influence on Chinese art has been evident since the 
late 17^ cent., but was not of major significance until comparatively 
recent times. The 19^^ cent., produced no major Chinese masters but 
many competent traditionalists. Early 20^^ century artists copied 
Western styles without real comprehension, and attempts to combine 
them with Chinese subject matter were largely unsuccessful. The 
influence of Chinese art upon other cultures has been profound. It 
has extended to the Muslim countries and, since the 14^ cent., has 
affected the art of Western Europe as well. 
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Had grown to when over 800,000 by the time of the Ching 
Dynasty. At the same rate of increase the total number of monks and 
nuns during the Ch'ing the Dynasty can be estimated at 5,000,000. 
With the establishment of the Chinese Republic in 1911 the 
growth of Buddhism appears to have slowed down but was at least 
comparable to that of the Ching period. Although no accurate records 
are available on the number of monks and nuns when neither 
widespread nor prolonged. 
In short, it may be said that during the period of 2,000 years 
from the time Buddhism was introduced in the country until the 
Communists assumed power, except for the historical instances 
mentioned above, the Chinese people have always treated Buddhism 
with tolerance and respect. 
However, when the Chinese Communists gained control, the 
traditional Chinese spirit of tolerance towards Buddhism was 
abandoned. In its place has been instituted a policy of outright 
persecution. Buddhism, which seeds, grew, blossomed and yielded 
rich spiritual fruitins now face to face with the Communist campaign 
of eventual extemina. 
The caves at Tun-huang in particular show that the Chinese 
produced magnificent Buddhist paintings already at an early date -
earlier than all the paintings that have survived between Bamiyan 
and Turfan, except at Miran. The roads to the west gained steadily in 
57 
importance from the Han period onwards, and Tun-huang was a vital 
military, political and commercial centre on the Chinese border. As it 
grew in wealth, and as its cultural level rose, so Buddhism began to 
flourish as well. Between 250 and 500 A.D. religion and commerce 
joined hands to bring wave after wave of material and spiritual 
influences to China from the west. Early Chinese Buddhist art would 
be inconceivable without this stimulus, which in the last instance 
came from Gandhara, but it cannot be explained solely as the fruit of 
these borrowings. In 366 the monk Lo Tsun had a vision of the 
'Thousand Buddhas' appearing on the summits of the mountain 
peaks at Tun-huang; and subsequently one cave after another was 
hewn into the soft sedimentary rock there. They are situated over one 
another, in several storeys, and in former times were connected by 
wooden porches, galleries and flights of steps. At the end of the 7th 
century (in 698) 'more than one thousand caves' are said to have been 
in existence. This is of course a vast exaggeration, and is probably 
connected with the concept of the 'Thousand Buddhas', which gave to 
this spot the name Chien-fo-tung (Caves of the Thousand Buddhas). 
According to the latest survey carried out under the auspices of the 
research institute at Tun-huang, the number of caves is 486. This is 
impressive enough, especially in view of the fact that all of them were 
painted throughout and frequently also furnished with large groups of 
sculptured sacred images. 
The earliest paintings that have been preserved date from the 
latter half of the 5th century—immediately after the Chinese 
persecution of the Buddhist in 445-6. From that time onwards, right 
up to the close of the 8th century—i.e. into the later T'ang per iod-
work was carried on unceasingly under the patronage of the Li, a 
family from which the local governors were recruited. Between and 
848, when Tun-huang was under Tibetan rule, little was produced, 
but immediately afterwards, once the Chinese persecution of the 
Buddhists in 845 was over, Tun-huang was again carefully looked 
after and expanded in size. It enjoyed the patronage of the Chang and 
Ts'ao families from 850 to 1035. The latter date falls some way into 
the Sung period, but although here as elsewhere in China Buddhist 
art now began to decline, the production of pious works did not cease. 
It continued until about 1300. In addition the older caves were 
restored at that time and again afterwards, although fortunately only 
on a limited scale. Thus Tun-huang provides us with an almost 
complete collection of Buddhist painting (and also sculpture) from 
approx. 400—500 to 1300, i.e. for a period of more than eight 
centuries. But this was not all: its discoverers, Aurel Stein and Paul 
Pelliot (from 1907), found, in a chamber that had been walled up for 
security reasons in or about 1035, a vast number of paintings on silk 
or paper in a fairly good state of preservation. Thus in addition to the 
great collection of wall-paintings Tun-huang yielded an equally 
valuable collection of scrolls and drawings. Most of these works 
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originate from the Tang period, an era from which only a few other 
original paintings have survived. The history of Buddhist art in China 
during those centuries would have remained much more obscure than 
it is had it not been for the discoveries made at Tun-huang. Prior to 
this extremely little was known about basic problems of Chinese 
painting during the 500 years prior to the accession of the Sung 
Dynasty: the development of landscape painting, of three-dimensional 
representation, or of the colour-schemes used, and much else besides. 
Among the drawings found there were also sketches for Buddhist 
paintings in which the outlines of the figures are perforated, so that 
the composition could easily be transferred to another surface with 
the aid of coal-dust or some such substance. This provides evidence of 
one of the methods used to transmit certain types of painting, styles 
or iconographic traditions across vast expanses of territory. 
From an architectural point of view the caves at Tun-huang are 
much less complex than others in Central Asia. Most of them are 
simple cubic-shaped chambers, of moderate or small size. The largest 
chapels measure approximately 18 by 15 metres, and most of them 
are considerably smaller than this. They consist of a vestibule and the 
shrine proper. The latter has a ceiling that slopes upwards to a central 
square; along the rear wall there is usually a framed niche or a 
pedestal on which the sacred images are placed. Less frequently these 
caves have stupa pillars in the centre, with an ambulatory around 
them, which was used in the rite of circum-ambulation (pradakshina). 
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They have neither domes nor barrel-vaulting, but in some cases an 
imitation, painted with decorative designs, of the 'lantern cupola' 
found in other sanctuaries. Almost the only embellishment was in the 
form of paintings: the walls were divided into registers and panels, 
some larger than others, on which were painted, using a tempera 
technique on plaster, compositions of many figures. Very popular were 
countless 'realms of Buddha' and lengthy cycles of Buddhist legends 
(especially Jatakas). These colourful paintings must have made a 
dazzling impression upon the pious visitor: they will have stimulated 
his religious imagination, and made it possible for him to feel as 
though he were transported into a visionary realm, inhabited by 
sacred beings. Since the iconographic programmes came from China, 
this was pure Mahayana art. The ceilings, too, frequently feature 
representations of figures: in many cases imaginary celestiaF beings 
or the Thousand Buddhas, and above all ornamented panels 
resembling carpets. The latter were executed either in the austere, 
often geometric, style of the Six Dynasties period, which incorporated 
Iranian and Late Antique motifs, or alternatively in the exuberant and 
lavishly ornamented style of the Tang or the immediately subsequent 
periods, with their motifs inspired by organic life. By examining the 
treatment of identical or similar themes, we can obtain a clear idea of 
the course of stylistic development: in pictorial representations from 
the early phase, that of the Northern and Western Wei Dynasty (386— 
556) the style was still archaic, abstract, linear and two-dimensional; 
61 
we can then trace all the changes that took place in the Sui and T'ang 
periods, right up to the Sung period. Of special interest are the motifs 
and elements from Central and western Asia (especially the Sassanid 
ones) that can be observed in T'ang painting, here as elsewhere; these 
are, however, neatly integrated into a harmonious whole. Of special 
interest are the differences between the Late T'ang style at Tun-huang 
and the corresponding paintings at Turfan, which modify this style in 
several respects and do not quite live up to its standards in point of 
quality. There may not be any outstanding masterpieces among the 
Tun-huang paintings, but technically and artistically they frequently 
attain a remarkable level. There are some vast, yet exquisitely worked, 
compositions which portray vividly the religious ideas expressed in 
them, and at the same time contain a wealth of most delightful detail. 
They combine lively draughts man-ship with brilliant but 
harmoniously arranged colours. For this reason one cannot under any 
circumstances consider Tun-huang art provincial or mediocre, despite 
the great distance that separated it from the main centres of Chinese 
art. 
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CHAPTERS 
Development and Dissemination of 
Stupa form in Asia 
It may be assumed that Ashoka, who was a generous and 
tolerant benefactor of many religions groups, built accommodation for 
Buddhist monks, although these buildings have not survived, since 
they were constructed of perishable material. He no doubt also erected 
stupas, since by this time it had become a common practice to 
worship the relics of holy men, above all those of Shakyamuni. These 
relics considered of the oral remains of the deceased, after his 
cremation (bones and ashes, and later crystal beads, etc., as well), 
which were deemed to contain the essential substance of the person 
concerned. It is said of Ashoka that he divided up the relics of the 
Buddha and sent them to many different places, so that his entire 
empire might enjoy their blessing; at these places stupas were then 
erected over the relics. These were nor only funerary and reliquary 
monuments, but also served to commemorate important personages 
and in particular—here the Enlightened one was said to have given 
his consent- places which had acquired a sacred character on account 
of the part they had played at decisive moments in the life of the 
Buddha; his birth-place in Lumini Grove (At Kapilavastu); the place 
where he attained Enlightenment^ (Bodhgaya South of Patna on the 
Ganges, the most sacred place of pilgrimage for Buddhists all over 
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Asia); the place where he first preached (at Sarnath near Benares); 
and the place where he died, i.e., where he attained the state of 
salvation in the great perfection of nirvana (at Kushinagara). This is 
itself indicates that a certain this had occurred in the direction of a 
cult linked with sacred objects and places. This was later to become a 
decisive factor ion bringing about the flourishing2 of Buddhist art. At 
the same time the erection of stupa throughout his empire served 
Ashoka as a means for propagating Buddhism as the officially 
sanctioned religion. Ashoka was also responsible for the original 
structure, the nucleus of the ell-know Stupa I at Sanchi, which we 
can see today in the form it was given after is was enlarged during the 
1st century B.C. and embellished with sculptured gates in the P ' 
century A.D. 
It is also in this period, some two three centuries after the 
region of Ashoka, that we find the earliest important monuments of 
Buddhist art; the stupas of Bharhut and Sanchi, which are 
surrounded an imitation is stone of a post-and rail fence and gateways 
[toranas] featuring sculptures in relief; and monasteries hewn into 
cliff-faces containing monumental halls used foe ritual purposes, 
whose liturgical centre again has the shape of a stupa. These 
sanctuaries, which served as basic prototypes for Buddhist 
architecture throughout Asia, 
The Indian ruler Ashoka a pious promoter of Buddhism, is said 
to have erected 84,000 stupas (84 is a symbolic figure) over the relics 
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of Shakya-muni, scattered throughout his empire. Ever since a 
monument o£ this type has been an almost indispensable element of 
every monastery or temple in Asia, either in the ancient form of the 
Indian stupa or its variants, or in the eastern Asian form of a 
pagoda. Although it was not strictly requisite for a stupa or pagoda to 
contain a relic, this practice was widely followed. This was possible 
only if the term 'relic' was interpreted very freely indeed, and was 
extended to include sacred texts (sutras) and spells (Dharani) as the 
word-body of the Buddha, as well as statuary, representing his 
corporeal manifestations—all of which may afford such a sanctuary a 
holy substance. Since the Buddha was deemed to be present there, 
the stupa became an object of worship already at an early stage in its 
development. An ancient Indian rite was carried out, in which the 
worshippers circumambulated the stupa following the path of the 
sun (rite of Pradakshina), making all manner of offerings and ritual 
performances (Pujd). The stupa never lost the shape appropriate to a 
free-standing monument, even when it formed part of a chapel or 
hall. 
It may be assumed that stupas were the earliest Buddhist 
sacred buildings, since the monks were at first content with 
temporary shelter in caves or lightly-built huts; it was not until much 
later, with the development of Mahayana, that the possibility and 
necessity arose of erectingS proper buildings for ritual purposes, 
adorned with statuary. The first evidence we have of stupas dates 
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from the Ashoka period. The core of the Great Stupa at Sanchi 
probably originates from the 3^^ century B.C. In many Indian and 
Indonesian stupas the original building was later encased in a mass 
of earth and stone; for when the building was enlarged (and its size 
testified to the piety and prestige of its patron) it was the custom not 
to commit the sacrilege^ of destroying the original monument, but 
instead to encase it in a succession of stone coverings, the space 
between which was filled in with earth and rubble. The stupas at 
Sanchi are representative of the oldest type of such a structure. They 
are mainly still in their primeval state, despite the lavish decoration 
they bear. Upon the circular base (medlii) rises the massive 
hemispherical dome (and a = egg, i.e. cosmic egg; or garbha = womb); 
on the crown of the dome, which is slightly flattened, is a square 
stone railing (vedikd); from this there rises a short mast, sup-porting 
three flattened circular umbrellas (chalra). Elsewhere this square 
railing is frequently given the shape of a box (harmika), topped by 
three or more slabs, one resting upon and projecting over the other. 
The umbrellas, which increase in number as time goes on. serve as a 
mark of distinction and honour, i.e. as a baldachin or canopy. These 
umbrellas and the mast supporting them came to play an 
important role in the gradual evolution of the type. On the base, 
around the hemispherical dome, is a narrow path, along which the 
procession moved (Pradakshind-patha); it is accessible by two flights 
of stairs. There is a second path at ground level. The latter is 
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enclosed within a tall stone railing (Vedika), which isolates this 
sanctuary from the outside world as a sacred area, or temenos. 
Access to it is gained through four monumental gateways (torana) of 
some ten metres in height, the uprights and crossbars of which 
are lavishly carved. The building faces all four points of the 
compass — a feature that is emphasized still more strongly in later 
stupas. Monuments of this type have survived at Bharhut and 
Sanclu, as well as other places, from the period between the S^ d 
century B.C. and the l^t century A.D.; there are also a few that are 
more recent. A lavishly decorated structure such as 'Stupai' at 
Sanchi took decades to complete. Of course we no longer see these 
monuments in their former splendour, with their smooth white or 
gaily-coloured plaster exteriors and sculpted decoration with 
polychrome painting. The massive^ drums of the stupas frequently 
contain a system of concentric or radial supporting walls, the spaces 
between which were filled in with loosel)' packed material. In many 
cases the way in which these walls were arranged was determined by 
considerations other than those of a technical nature: they faced the 
different points of the compass, and represented rays leading out 
from the centre, in a diagram in the form of a mandala; this was not 
visible from the outside, but was of crucial importance for the sacred 
substance of the monument. 
In many of the ancient Indian stupas finds have been made of 
containers for relics^, located in various parts of the building: on the 
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base of the hemispherical dome, on its crown, or elsewhere. In most 
cases, but by no means invariably, they are found on the central 
axis. Fig. 2, the hypothetical reconstruction of the stupa at 
Ghantashala, near Amaravati, shows very clearly the core of such a 
monument: a medial axis, running all the way through the building, 
the top of which is formed by the mast with the umbrellas; it 
contains a cavity in which the relics were kept. In the chief 
Buddhist religious sanctuary is the monastery. It was here, cut off 
from the secular environment, that works of Buddhist art were pro-
duced. The monastic'' community, often small in numbers, is the 
basic nucleus of the whole community of Buddhist believers. Each 
monastery has to have a sacred centre, where rites can be performed. 
In the earliest times this was not a temple with a sacred image—for 
originally the Buddhist cult had no use for such figure, and it was 
only at a relatively late date that a need arose for buildings to house 
them; instead, this centre was at first a stupa. In all the Asian 
countries monasteries, and later temples, went through considerable 
changes in design, but the architectural type of the stupa remains 
basically the same throughout. Although at first sight it does seem as 
though it changes radically, these modifications are really no more 
than a metamorphosis of a type that remained essentially 
unchanged. The reason for this is that the stupa was the Buddhist 
'holy of holies', and performed this function over a long period of 
time, whereas all other religious buildings were added later in a 
69 
secondary stage of evolution, and in a form that varied from one 
region to another. 
The original meaning of the word stupa was 'topknot'. This 
became Vertex', then 'peak', and finally came to mean 'mound^'. The 
stupa is a sepulchral mound or tumulus, and dates back to 
prehistoric times. In its monumental form, as used for the burial of 
princes, it had the shape of a large hemisphere. Already at an early 
date this kind of tomb developed into a general commemorative 
monument, and was adopted by Buddhism as one of its main 
symbols, and as the centre of religious buildings. On one hand the 
stupa was an actual sepulchre, placed over the earthly remains 
(sharlra) of the historical Buddha, of other holy men, or of legendary 
Buddhas of the past. A stupa of this type is called shariraka 
(coiporeal); is belongs to a special category if it is erected over the 
implements left behind by a Buddha, such as his begging-bowl 
(paribiogika). On the other hand, a stupa may be uddesika, i.e. a 
symbol to commemorate some sacred place; such stupas are to be 
found at sites which played an important part in the life of 
Shakyamuni (cf. p. 28). Since the stupa is primarily a sepulchral and 
reliquary monument, it always played a crucial role as the very 
symbol of nirvana^, of final redemption — in other words, the goal of 
every Buddhist. The close relationship existing in principle between 
the monument and the holy person concerned, and die relics of 
the India and in other Buddhist lands these relics — the seeds (blja) 
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in the 'womb' (garbha) of the stupa — were usually kept in tiny 
receptacles made of very precious material, such as gold or rock 
crystal; these in turn were enclosed in other containers, which are of 
decreasing value. For example, there would be first a silver jar, then 
one of bronze, and finally a stone or ceramic^o urn. These containers 
in turn are frequently in the shape of a stupa. 
All other forms of stupa and pagoda, in all the Buddhist 
countries of Asia, are directly or indirectly derived from the basic 
type of building which we have described. The process of evolution is 
remarkably consistent, and affords a psplendid example of the way in 
which an art type lives and grows, accordiug to an inherent law 
dictated by its meaning, its purpose, and the cultural climate in 
which it exists Fig 1, 2 and 3. 
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fig. 2 — Gromid-phn and rirration oj the 
\tupa al Ghantashala (ioutiitrn India, near 
ArridiaiYilh. rccor.ihXHik'n 
Fig. ) - Gwxvnl plan of Mahdceliya s/fipa, 
Nac^arjunahomla. Diameter approx, 35 vi. 
Tiie crosi denotes the site where the relic 
was found 
li'. / - I'olivc .Uiipi' i'oni Cnruthan 
71 
The first stages of development may be seen to advantage at 
Gandhara and its environs, as well as in the region of Amaravati, 
and in the cave-temples in western India (Bedsa and Karli: their 
dates must now be ascribed to the period 50—100 A.D. and approx. 
120 A.D. respectively). 
At first the circular base is elongated, which gives the shape of 
a cylinder; it is then attenuated to a varying degree, and divided into 
zones. By this means the hemispherical dome is also raised, so that it 
becomes smaller in proportion to the base. These zones or storeys are 
set off from one another by cornices. At Gandhara, under Late 
Antique influence, they are articulated in an architectonic fashion by 
means of pilasters, arcades and niches. Since by this time the 
Buddha image had been created, and Buddhist representational art 
had developed on a lavish scale, these rows of niches served to accom-
modate statues and narrative reliefs; the believers passed by them as 
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they walked round in their processional rite, using them as 'stations' 
for meditation or prayer. The superstructure took on a more 
attenuated form; the umbrellas steadily increased in number and 
were crowded more closely together; the top gradually tapered off, 
until it eventually formed a cone, which was in some cases squat and 
in others slender, and consisted of a number of discs or layers. The 
dome itself may also be attenuated (as at Nagarjunakonda and 
Ghantashala, and in the 6th century, during the Gupta period, in 
the Dhamekh stupa at Sarnath). Alternatively, it may shrink to form 
a flatterii structure, in the shape of a bowl turned upside down. The 
result of all these changes is a fairly slender^^ tower-like structure, 
highly articulated, in which the original main part, the 
hemispherical dome, loses steadily^^ j ^ importance, while interest 
shifts to those parts that at first played a secondary role. 
In addition to this a new element was added at Gandhara 
already at an early stage: the circular base found in the earlier type 
was replaced by a square socle, which soon consisted of several 
layers, with flights of steps on all four sides leading up to the 
processional path at the foot of the stupa proper; this socle is 
likewise articulated by pilasters, arcades, and niches with figures. On 
a substructure of this kind there rises the actual stupa, with its 
cylindrical basements below and hemispherical dome above (e.g., 
Bhamala near Taxila, Top-i-Rustam at Balkh, and die Rawak stupa 
near Khotan). These popular types of stupa were built between 
approx. 150 and 400 A.D.: they may be of monumental proportions, 
or alternatively small or average-sized votive stupas; they are also to 
be found in Central Asia. The motif of the square stepped socle with 
flights of stairs — which we find taken to an extreme monumental 
form in the Mesopo-tamian ziggurats — may have reached Gandhara 
from the Near East by way of Parthia; in Gandharari art it 
inaugurated a separate trend from approx. 100 A.D. onwards. But 
this type of stupa also exerted an influence upon the east and south, 
making itself felt even far beyond the confines of India — as, for 
example, in the Borobudur in Java, or the non-Buddhist buildings in 
Cambodia, where we find again the combination of a stepped pyramid 
and a crowning central shrine. It did not spread to the region of 
Amaravati, which kept to the customary cylindrical, moderately 
elongated, hemispherical stupa, with emphasis laid on the entrances 
with their lavish^^ sculptured decoration. 
The stupas in Ceylon and Indochina, and especially those in 
Thailand, are derived from the original type, with almost no regard 
for all the metamorphoses that took place in the north. Here, too, 
there is a tendency towards verticality, leading to impressively 
monumental forms, but for all the slight differences in detail there is 
no divergence from the basic type, consisting of hemispherical dome 
and crowning superstructure upon a rather low circular base; in the 
latter there are four entrances, facing the four points of the 
compass, as in the stupa at Sanchi Fig. 6 and 7. 
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fig. 6 — Ground-plan oj the Watada-^e. 
PolonniTuwa, Ceylon. 12th cent. Central 
stupa surrounded by four Buddha images, 
unclosed by a high circular xirnll, rows of 
pillars, and circurnambulalion platforms. 
Fig. 7 - Elevation of the Thuparama. 
Anuradhapura, Ceylon. 3rd cent. B.C.-
Olh cent. A.D. 
The proportions between base, dome and crown are such that 
emphasis is laid on the dome, despite the strong tendency towards 
attenuation. A characteristic is the outline flowing smoothly from 
the top to the base, thus producing a concave moulding and an 
overall shape reminiscent of a (European) bell. We find it again in the 
Borobudur. This feature, and also the very slender needle-like spire, 
the elegant curve of the easily rising outline, yet the base firmly 
planted on the ground in a state of absolute repose — all these 
characteristics distinguish the southern Asian stupa to a marked 
degree from the Indian as well as from the Far Eastern pagoda. Fig-9 
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/•'IL;. 9 — I \firs of Laiiuiiil itiipa in China 
The Lamaist pagoda of Tibet and China likewise still retains 
the essential characteristics of the old Indian stupa, with emphasis 
laid mainly on the dome. 
Another, completely different type of Buddhist religious 
monument in Ceylon and Indochina is the slender step tower, 
consisting of cubes placed one above the other, gradually decreasing 
in size. The walls are vertical, with niches framed by pilasters, in 
which large Buddha figures are placed. This type of building is to be 
found, for example, at Wat Phra Fathom and Wat Kukut (Dvaravati)'^ 
as well as in the Sat Mahal Pasada at Polon- naruwa, Ceylon, which 
originate from the 8^ ^ century; the latter was influenced by 
Dvaravati. It is based either on the old architectural concept of the 
Khmer temple-mountain, or upon the tower with superimposed 
storeys, which had already developed in India; alternatively, all these 
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types of building may be based upon the widely^faixiiHai;,idc^-bf the 
stepped pyramid. These are problems that still await clarification. 
Some of these stepped towers in southern Asia even exhibit affinities 
with a much older type of the Chinese pagoda, dating from the 8th 
century at the lates L, in which cube-shaped blocks are placed one 
upon another. An example of this is the 'Great Gander Pagoda' at 
Ch'ang-an {Sian-fu, 701—705), which likewise probably belongs to 
this widely disseminated type. But the pagodas of eastern Asia for the 
most part assumed quite different forms. (The word 'pagoda' has not 
yet been explained satisfactorily.) 
How was this type of building, which appears to be so 
completely different from the Indian stupa, derived from it? In 
actuality it was jus t a logical continuation of a line of development 
that was already under way: the tendency's towards verticality was 
intensified by increasing the number of steps or tiers of the 
substructure, which gradually came to take on the character of 
storeys; the cornices dividing them developed into roof projections of 
varying width; the pronounced contrast between the base with 
sharply defined steps on one hand and, on the other, the 
hemispherical dome resting upon it, is resolved by assimilating the 
storeys to one another and placing them firmly upon each other to 
give a gradual tapering effect; the hemispherical dome of the stupa 
becomes more and more dwarfed, until in the end it only exists in a 
scarcely visible rudimentary form, as the base of the finial fig 5. 
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tit* w k _ •' > 
The mast with discs or rings, derived from ritual umbrellas. But 
it never disappeared completely, and may still be recognized under 
the bronze finial in some of the Chinese (and especially Japanese) 
wooden pagodas, where it occasionally occurs in conjunction with the 
harmika, a box-like form which rests upon it. The orientation 
towards the four points of the compass, making for a square ground-
plan, was already a usual feature at Gandhara; the eastern Asian 
pagoda adopts this principle — if for no other reason, on account of 
the fundamentally cosmological Chinese world-outlook — although 
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the number of sides is greatly increased; this eventually results in a 
building that is polygonali^ in plan, a type especially popular in 
China. 
It may be that the metamorphosis of the stupa into the 
pagoda, with its several storeys, was also influenced by another type 
of building: the tower, of which there is already some evidence in 
Indian Buddhist art from the 2"" century A.D. onwards. It apparently 
existed along with, and quite independently of, the stupa proper as 
a Buddhist cult building. What purpose it served is not yet clear. 
Reliefs at Mathura and Amaravati dating from the and or S^ d 
centuries feature towers of this kind. Like the Gandharan stupas, 
they have an architectonic articulation of the basement by means of 
cornices and niches, but lack the hemispherical dome and the 
combination, in a clearly visible form, of a stepped base and a stupa 
in the old style fig 6. 
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The terracotta plaque of Kumrahar, dating from the 1^ ^ or 2"^ 
century A.D., shows a tower structure of this kind, with a cult image 
in the basement chapel (not representing, incidentally, as has been 
presumed hitherto, the Mahabodhi, or Temple of Enlightenment, at 
Bodhgaya). It is topped by a superstructure just like the later eastern 
Asian pagodas, and already has the same proportions: as we can 
clearly see, it has the dwarfed hemispherical dome of a stupa with 
harmika and umbrellas. This type of building, like the Far Eastern 
pagoda, may thus be classified as a storeyed tower plus a stupa. The 
problem is whether the lower part can simply be derived from an 
enlargement and enrichment of the base of the stupa with its tiers, or 
whether we have to assume that some part in this development was 
played by an independent type of tower fig.7. 
The storeys shown on this plaque have a number of niches (as 
on the substructure of many stupas at Gandhara, and on some 
Chinese pagodas), in which no doubt Buddha figures were meant to 
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be placed. Many later examples of towers of this type are also known, 
dating from the Gupta period in central and eastern India (4^^ —5^^ 
or 7th cents.). It is represented, in a monumental form, by the 
original Mahabodhi Temple at Boddhgaya, which dates from the 6th 
century, or even the 5th, but has been restored on several occasions. 
Nalanda, the city of monasteries, also boasted many magnificent 
towers, of which Hsiian-tsang says that they were lost to view in the 
morning mist. This type of building then develops into the Shikhara, 
the tower-like temple of northern India. This served at first the 
Buddhist as well as the Hindu cult, but subsequently became 
entirely Hindu. 
These later forms may, however, have been of little consequence 
in the actual evolution of the Chinese pagoda, for the latter already 
appears in a fully-fledged form shortly after 450 or 500, represented 
in the reliefs at Yiinkang and Lungm£n in northern China. Literary 
sources speak of multi-storeyed wooden pagodas from the same 
period, and indeed as early as the middle of the 4th century; and we 
know for certain that during the 6th and 7th centuries a large 
number of pagodas, of most complex design and by no means 
'primitive', were built in China, Korea and Japan. In Japan specimens 
are still extant from the 7'^ ^ century (Horyuji and Hokiji near Nara). 
In China only one particular type of building recalls the late Indian 
prototypes: the pagoda on the Sung-shan, dating from 523- it has 
the same dense piling up of storeys, some similar details in the 
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decoration, and especially a parabolic outline. In later times, too, 
pagodas were continually being built with their storeys and cornices 
set close together. It is not easy to see how this type derived from its 
predecessors in China and Gandhara. It may have reached China 
directly from India, and thus represent a separate form of 
development, although the main route taken from Gandhara lay 
through Central Asia, and it was this route that the evolution of the 
pagoda followed. In this way it was possible for architects in eastern 
Asia to obtain, through pilgrims and missionaries, a personal view of 
such monuments, or exact descriptions, or above all models and 
drawings of them. 
One monument in particular, very well known from accounts by 
pilgrims in the 6th and 7th centuries, played a very important role. 
This was the so-called Kanishka stupa at Peshawar: a wooden tower, 
said to have measured 130 metres in height, resting upon a 
stone subs t ruc ture 50 metres high (its foundations have been 
excavated, and the sides are 100 metres long), topped by an iron 
mast 10 metres high, with gilded metal discs. This was regarded '"^ t 
die time as one of the wonders of the world. It bore the most lavish 
decoration over the whole exterior, and inside was furnished with 
innumerable implements used in ritual and votive offerings. But 
unfortunately the form and construction of this building were not 
described in sufficient detail; and it may also be the case that die 
original Kanishka stupa, from the 2nd century, looked quite different: 
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that it was either a hemispherical stupa with an attenuated base and 
long finial, or else a tall cylindrical stupa, of monumental size, on a 
square multi-stepped terraced base. Another possibility would be a 
storeyed structure in wood, built around a circular stupa. In any 
case we know that towers with rows of niches in their numerous 
storeys were widely spread over the Kushan Empire. 
All this, however, does not provide an adequate explanation i'^  
of the specifically Chinese features of the eastern Asian pagoda: its 
wooden construction (frequently translated into stone) and the 
characteristic shape of the roof. The basic type was surely imported 
from India or Central Asia, but not these details of the technique or 
the stylistic idiom. One might say that the Chinese translated the 
foreign architectural type into a form they had known for many 
centuries, which accorded with the principles of their own building 
techniques. But in addition to this two native types of building must 
have played at least a minor part. In the first place, we have in mind 
the multi-storeyed watch-tower, recorded in representations and 
ceramic models from die Han period, and authenticated in literature 
even earlier. This type of watch-tower was rectangular or square in 
plan, and had roofs that projected far outwards, supported by a 
system of superimposed bracket-arms, with small galleries in each 
storey. In the second place, we have in mind the multi-storeyed 
polygonal pavilion, which has a close affinity with the watch-tower. 
Chinese architects have always been fond of polygonal forms; and 
perhaps the great popularity of the pagoda may be explained by the 
fact that the stimuli from India encountered in China a related type 
of structure, in which the technical problems involved in a wooden 
building had already long since been solved — for in this case a 
circular building in the shape of the Indian stupa was not feasible, 
and all the details were in conformity with Chinese taste. Later, 
between the 5th and 8th centuries, the Chinese pagoda became the 
standard prototype for those in Korea and Japan, but these two 
countries contented themselves with a far narrower range o£ types 
than did the Chinese. 
There is a remarkable affinity in the basic features, although 
not in the details, between the wooden pagoda in eastern Asia and 
the so-called meru, which occurs on Bali, and also in Nepal and 
Burma. The latter consists of a slender tower symbolizing the 
structure of the world, with tiers of wooden roofs that project far 
outwards. It may have developed from Indian models in die same way 
as the eastern Asian pagoda, but this is a question that still needs 
further detailed study. 
The earliest identifiable type of Chinese pagoda confronts us 
from the reliefs at Yunkang and Lungmen (around 500). Later many 
variants developed, as did regional differences. Striking features 
include the predilection for a polygonal ground-plan, the solid 
structure of brick or quarried stone, the wealth of sculpted 
decoration, the strong colour effect (produced by the tiles, which are 
84 
frequently gaily coloured), and die boldly curved roofs — die latter 
found mainly in the south. With most of the monumental pagodas 
either the whole structure consists of masonry, in which case the 
roofs project forward only slightly, in the manner of cornices; or it has 
a core of stone encased in a wooden structure containing galleries and 
roofs jutting far outwards. In each case the structure has, resting 
upon the small hemisphericaP^ base, a mast of varying height, which 
supports several discs or rings; these may be made either of stone or 
metal. Chains with small bells are often suspended from the top of 
the mast, which hang down to touch the corners of the uppermost 
roof. Other small bells, along the roof-edges of the other storeys, 
sometimes serve to proclaim the word of the holy doctrine further a 
field. The same purpose was originally served by the popular 
practice, which originated in India, of illuminating pagodas with 
large numbers of lamps, in accordance with their meaning as 
'lighthouses of the doctrine fig. 8. 
-tli^^^^^^Sb^-' 
Fig. 8 Groudn plan, section and elevation of the pagoda at Ling-yen-sse, Shantung, China 8* 
Cen., renouvated during 11"' cen. Height 51.60mtr. 
85 
Chinese pagodas sometimes have in the centre a massive 
pillar running from top to bottom; around it is an ascending 
staircase, which can also be used for the ritual circumambulation 
around the centre. Alternatively they may contain a shaft, in the 
centre of which is a Buddha figure, standing free for purposes of 
circumambulation; from this shaft narrow corridors like tunnels in 
each storey run towards the exterior, terminating in windows. In this 
solid structure spaces may also be left for other corridors, niches, and 
even small chapels which contain statues. All this shows that the 
pagoda is basically a plastic structure, expanding out in all directions 
from a distinct, self-contained core; it does not actually enclose an 
inner space, but is hollowed out as though sculpted. This core is 
formed by the Buddha statue or the central pillar, which rises from 
the base upwards through the whole structure, culminating in the 
finial. Built into it are the relics, and leaning against it are Buddha 
images, which face outwards, in the direction of the four (or eight) 
points of the compass, from die end of the radial corridors — as 
though to enlighten the universe. The Buddha statue, the body of 
Buddha in the form of a relic (either physical or spiritual, i.e. sutras 
and sacred formulae), and the pillar in the centre may be substituted 
for one another, since they are identical in meaning. Many pagodas 
also have on their external walls a large number of Buddha figures in 
relief. These represent the 'Thousand Buddhas' of the universe, 
which manifest themselves in visions to those who meditate upon 
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them. In the course of time, however, the Chinese pagoda also began 
to play an important role outside the Buddhist sphere — in Taoist 
cos-mosophy, and especially in geomancy (feng-shui: 'wind and 
water'). Innumerable pagodas are designed to exert a favourable 
influence upon the geomantic conditions of a particular place or 
area, by radiating their blessing over it. For this reason they blend so 
harmoniously with the landscape; often they serve to enhance and 
complement the natural beauty of their surroundings. 
In Korea two main types of pagoda are known: the stone pagoda 
already mentioned and the wooden storeyed pagoda. The former was 
inspired by China, but developed to a great extent along independent 
lines; the other type copied the Chinese model without, it appears, 
making any notable contribution of its own. In most important 
details the Japanese pagoda, too, followed foreign models; at first 
Korean, and later Chinese — although some remarkable special 
features of its own were added as well. The Japanese demonstrated 
their independence by the fact that they chose, from among the fairly 
extensive repertoire of types which China already had to offer during 
the 6th and 7th centuries, two for which they showed an almost 
exclusive predilection, and to which they adhered from then onwards. 
One of them, at least, they virtually monopolized: die square wooden 
pagoda with storeys and galleries (mostly with five, often with three, 
occasionally with seven or nine storeys). It has roofs that project far 
outwards, topped by a tall bronze finial, usually with nine rings; the 
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same type also occurred with a polygonal ground-plan, but this was 
less frequent. This narrow selection was no doubt also due to 
technical reasons — to the considerable danger of earthquakes, which 
would destroy a stone building, and to the difficulty experienced in 
erecting polygonal wooden structures. But a contributory factor must 
have been the aversion on the part of the Japanese to massive 
compact stone buildings and their fondness for elegant and finely 
articulated structures. They paid no attention either to sculpted 
decoration or polychrome tiles, but limited themselves to painting, 
with the utmost restraint, the wood-work (mainly in red), the walls 
being coated with white plaster and the roofs covered with silvery-
grey tiles or brownish shingles. This basic and most common type of 
Japanese pagoda was imported in ready-made form from China by 
way of Korea. We still have an extant specimen in the 7th-century 
Horyuji pagoda, which is apparently based on a Korean (and, 
ultimately, a Chinese) one dating from the 5th or 6th centuries. A 
large number of pagodas continued to be built right up to the 18th 
and 19th centuries. 
The most important single feature of the Japanese wooden 
pagoda is the central or 'heart' pillar. This was evidently likewise 
adopted from China, but there, in the case of wooden structures, it 
was only preserved in rudimentary fashion, i.e. in the uppermost 
storey. This pillar resembles a huge mast, resting upon a 
foundation-stone sunk deep into the earth. Its chief function is to 
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support the very high (in the case of the Horyuji pagoda, almost 10 
metres) and heavy bronze fmial, to take the weight off the finely 
articulated wooden structure, and to ensure that it is borne by the 
foundation-stone. Structurally, the storeys are not connected with the 
central pillar, but encircle it, leaving a narrow space around it, so 
that the complex structure is not endangered by the gentle shaking it 
is likely to receive in the event of a typhoon or earthquake. In 
contrast to the Chinese pagodas, the upper storeys are never 
accessible; their interior consists of a tangle of structural members, 
transverse beams, king-posts and rafters. Only the lowest storey 
contains a chapel, very small and cramped, but embellished with 
elaborate care and evoking a sense of intimacy: in it are four Buddha 
figures, or groups of figures, leaning against the central pillar; the 
walls and pillars frequently feature many painted figures of a 
mandala or some other iconographic programme. As in China and 
other Buddhist lands, so also in Japan there exists an 'identity' 
between the building, the relic and the Buddha figure: for in a 
depression in the foundation-stone, at the base of the central pillar, 
are the relics, like seeds, housed in several precious receptacles, one 
inside the other. 
In addition to the multi-storeyed pagoda there is in Japan — as 
there was, to judge by pictorial representations, also in China — a 
special type of pagoda, usually called by its Japanese name of 
tahoto, or 'Pagoda of Many Treasures'. This refers to the Buddha 
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Prabhutaratna ('Many Treasures'), who appears at a crucial point in 
the Saddharina-pundartka-stitra, the 'Lotus Sutra'. Particularly from 
the 8th and 9th centuries onwards, this type of pagoda plays an 
important part in the esoteric Buddhism of the T'ien-t'ai and Ch£n-
yen (Japanese: Tendai, Shingon) schools, symbolizing the absolute 
wisdom embodied in the Adi-Buddha Vairocana, The image in which 
he manifests himself, surrounded by the Buddhas of the four points 
of the compass, forms the centre of a pagoda of this type. So far as 
its form is concerned, it took over more features from the ancient 
Indian stupa than the storeyed pagoda did. On a square 
substructure, topped by a roof, rises a truncated hemisphere, coaled 
with white plaster (a sham construction giving merely the outer 
appearance of a dome); it is derived directly from the main part of 
the Indian stupa. 11 has s round neck with a small false gallery, 
over which is a square upper roof, jutting far outwards and crowned 
by the usual bronze mast with rings. In this case the 'heart pillar' 
rises only from a point above the chapel in the substructure; instead 
of a pillar (i.e. physically replacing it) stands the central statue of 
Vairocana on a socie, representing the cosmic mountain Sumeru. 
Old drawings and the traditional miniature tahotos (reliquaries, 
sepulchres, etc.) show an uncovered cylindrical main part under a 
single roof: in this case the affinity with Indian prototypes, the 
Araaravati and Gupta stupas, is even clearer, and it may be assumed 
that the square wooden sub-structure, including its roof, was only 
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added as a secondary feature, probably either for climatic or ritual 
reasons. 
Throughout Asia the stupa or pagoda is also to be found in 
miniature form. These objects serve various kinds of sacred 
purposes: as votive offerings, sepulchres, reliquaries, censers, or for 
private devotion. Although these objects vary greatly in appearance, 
they are all derived from the basic type of stupa, prominence being 
given now to one element (base, dome or superstructure), now to 
another. One type of sculpture and the relics, like seeds, housed in 
several precious receptacles, one inside the other. 
In addition to the multi-storeyed pagoda there is in Japan — as 
there was, to judge by pictorial representations, also in China — a 
special type of pagoda, usually called by its Japanese name of 
tahoto, or 'Pagoda of Many Treasures'. This refers to the Buddha 
Prabhutaratna ('Many Treasures'), who appears at a crucial point in 
the Saddharma-pundanka-sutra, the 'Lotus Sutra'. Particularly from 
the 8th and 9th centuries onwards, this type of pagoda plays an 
important part in the esoteric Buddhism of the T'ien-t'ai and 
Ghanesh (Japanese; Tendai, Shingon) schools, symbolizing the 
absolute wisdom embodied in the Adi-Buddha Vairocana. The image 
in which he manifests himselE, surrounded by the Buddhas of the 
four points of the compass, farms the centre of a pagoda o£ this 
type. So far as its form is concerned, it took over more features from 
the ancient Jndian stiipa than the storeyed pagoda did. On a square 
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substructure, topped by a roof, rises a truncated hemisphere, coated 
with white piaster (a sham construction giving merely the outer 
appearance of a dome); it is derived directly frora the main part of 
the Indian stiipa, It has a round neck with a small false gaiiery, 
over which is a square upper roof, jutting far outwards and crowned 
by the usual bronze mast with rings. In this case the 'heart pillar' 
rises only from a point above the chapel in the substructure; instead 
of a pillar (i.e. physically replacing it) stands the central statue of 
Vairocana on a socle, representing the cosmic raountain Surneru. 
Old drawings and the traditional miniature tahotos (reliquaries, 
sepulchres, etc.) show an uncovered cylindrical main part under a 
single roo£: in this case the affinity with Indian prototypes, the 
Amaravati and Gupta stiipas, is even clearer, and it may be assumed 
that the square wooden sub-structure, including its roof, was only 
added as a secondary feature, probably either for climatic or ritual 
reasons. Throughout Asia the stiipa or pagoda is also to be found in 
miniature form. These objects serve various kinds of sacred 
purposes: as votive Serings, sepulchres, reliquaries, censers, or for 
private devotion. Although these objects vary greatly in appearance, 
they are all derived from the basic type of stiipa, prominence being 
given now to one element (base, dome or superstructure), now to 
another. One type o£ sepulchre and the relics, like seeds, housed in 
several precious receptacles, one inside the other. 
In addition to the multi-storeyed pagoda there is in Japan — as 
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there was, to judge by pictorial representations, also in China — a 
special type of pagoda, usually called by its Japanese name of 
tahoto, or 'Pagoda of Many Treasures'. This refers to the Buddha 
Prabhutaratna ('Many Treasures'), who appears at a crucial point in 
the Saddharma-pundarika-sutra, the 'Lotus Sutra'. Particularly from 
the 8th and 9th centuries onwards, this type of pagoda plays an 
important part in the esoteric Buddhism of the T'ien-t'ai and 
Chinese (Japanese: Tendai, Shingon) schools, symbolizing the 
absolute wisdom embodied in the Adi-Buddha Vairocana. The image 
in which he manifests himself, surrounded by the Buddhas of the 
four points of the compass, forms the centre of a pagoda of this type. 
So far as its form is concerned, it took over more features from the 
ancient Indian stupa than the storeyed pagoda did. On a square 
substructure, topped by a roof, rises a truncated hemisphere, coated 
with white plaster (a sham construction giving merely the outer 
appearance of a dome); it is derived directly from the main part of 
the Indian stupa. It has a round neck with a small false gallery, over 
which is a square upper roof, jutting far outwards and crowned by 
the usual bronze^^ mast with rings. In this case the 'heart pillar' 
rises only from a point above the chapel in the substructure; instead 
of a pillar (i.e. physically replacing it) stands the central statue of 
Vairocana on a socio, representing the cosmic mountain Sumeru. 
Old drawings and the traditional miniature tahotos (reliquaries, 
sepulchres, etc.) show an uncovered cylindrical main part under a 
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single roof: in this case the affinity with Indian prototypes, the 
Amaravati and Gupta stupas, is even clearer, and it may be assumed 
that the square wooden sub-structure, including its roof, was only 
added as a secondary feature, probably either for climatic or ritual 
reasons. Throughout Asia the stupa or pagoda is also to be found in 
miniature form. These objects serve various kinds o£ sacred 
purposes: as votive offerings, sculpture, reliquaries, censers, or for 
private devotion. Although these objects vary greatly in appearance, 
they are all derived from the basic type of stupa, prominence being 
given now to one element (base, dome or superstructure), now to 
another. One type of sepulchre and reliquary that is particularly 
popular in Japan is the so-called gorinto. This is a close copy o£ a 
stupa: its five parts represent, firstly, the five elements (earth, water,, 
fire, wind and void), which are ultimately identical with Vairocana, the 
supreme all-embracing Buddha, and secondly (as the product of 
involved speculation), various aspects of existing phenomena and 
absolute reality, and the degrees to which this reality can be appre-
hended fig 10. 
Fi^. 23 — Japatifsc sepulchral monunmUs, rfUquarics, etc., in the form of pagodas 
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Sacred buildings always have some deeper meaning. The 
Buddhist monument that we know as a stupa or pagoda, in so many 
variants of a basically consistent type, is heavily laden with religious 
symbolism. In the form of a reliquary the stupa, or the central pillar 
of a pagoda, encloses the body, the very essence of the Enlightened 
One: it represents the Buddha in the state of nirvana, and itself 
becomes a symbol of nirvana, i.e. of the Absolute. In Mahayana this 
concept is made manifest in the Buddha figure, which may thus 
serve as the centre of a stupa. If, for example, we find a Buddha figure 
on stupas in the later Indian catiya halls (as at Ajanta or Elura), or in 
representations of stupas, it is invariably designed to be the central 
core of the monument in question, and not merely to stand before it, 
as part of its facade. Therefore a Buddha may form the centre of a 
pagoda — as is clearly shown in the tahoto — and his body may 
constitute the central pillar. For the Buddha, and particularly the 
Adi-Buddha Vairocana, as well as the axis of the stupa or pagoda, 
are deemed to be in the centre of the cosmos; this cosmic axis rests 
deeply in the ground and rises, by numerous gradations, to the 
heights of heaven. Leading off from the centre are the four points of 
the compass. In Mahayana Buddhism these correspond with various 
Buddhas, and the structure of the stupa or pagoda is also related to 
them: the ancient stupa with its four gateways and flights of steps, 
and the eastern Asian pagoda with its design of square or polygonal 
sides. 
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This arrangement around the centre, closely related to the four 
or eight points of the compass, re-appears in the mandala. It is not 
fortuitous that the ground-plan of a stupa or pagoda often bears 
great affinity to this metaphysical world-diagram. In the interior of 
Japanese pagodas we find wall-paintings which, taken in 
conjunction with the cult statues in the chapel in the basement, 
form a mandala. The octagonal radiation outwards from the centre 
corresponds 10 the eight-petalled lotus, which in turn is a very 
ancient cosmic symbol. The symbol of the wheel — of the universe, 
world rule, and the doctrine of Buddha — also plays a part here. The 
pattern of the ground-plan is supplemented by the vertical 
arrangement the terraces, tiers and umbrellas on the stupa, and the 
storeys and rings on top of the pagoda, represent the cosmic spheres, 
superimposed upon one another: the spheres of deities and 
Eodhisattvas, which must be interpreted as planes of cosmic 
existence, and at the same time as bhumi: stages of consciousness, 
meditation, maturation, and enlightenment; seen in the temporal 
sense, they are successive stages on the path to redemption leading 
ultimately beyond the limits of time and space. In this way the stupa 
or pagoda takes over the ancient Indian cosmological interpretation 
of the world mountain Sumeru, which is related to the widely 
disseminated image of the cosmic pillar or tree — the latter, again, is 
'identical' with the Tree of Enlightenment. This cosmic axis is 
represented by the axis of the ancient Indian stupa, which in many 
96 
cases runs through the whole structure; but in some buildings it is 
merely represented by the mast with umbrellas. On account of the 
importance attached to this symbolism, when building a pagoda great 
care was always taken to retain the central pillar. Thus the 
characteristic Hrnayana monument, which was originally linked with 
the earthly life o£ Shakyarnuni and other holy men, gradually became 
an image of the cosmos that included all the ideas of advanced 
Mahayana scholasticism, and was also sometimes associated with the 
symbolism of universal rule, of happiness and prosperity. The 
Borobudur in Java is undoubtedly the finest example of this type of 
building and its iconological symbolism. It consists of five terraces 
which are square in plan and sharply gradated; on these terraces 
rise three circular platforms, encircling a last and highest platform: 
in all there are thus nine tiers. The square terraces are surrounded by 
corridor-like ambulatories, with high walls: these walls, stretching for 
several kilometres, are covered with reliefs and bear numerous figures 
of Buddhas. The circular terraces, on the other hand, are exposed 
to the sky: on them rise 72 (52 + 24 + 16) bell-shaped stupas; in the 
centre of this colossal monument, and crowning it, is a larger stupa, 
with a slender finial (which has been damaged). The general outline 
of the monument, despite the stepped terraces, forms a hemispherical 
dome, i.e. the original shape of a stupa.'^ While the building was still 
being erected, probably for statical reasons, the lowest terrace was 
encased within a retaining wall, which at the same time provided a 
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conveniently broad processional path (pradakshina-patha); we know 
of this from the fact that some o£ the reliefs at the very bottom are 
unfinished. Access to the upper terraces is gained by means of 
staircases in the centre of each side. The combination of the two 
main parts — the square stepped pyramid, which faces, and slightly 
projects towards, all points of the compass, and the circular 
superstructure of the stupa — recalls Indian prototypes, particularly 
those developed at Gandhara; but here the basic scheme is greatly 
enriched. 
Thus the Borobudur, like other monuments of this type, is 
both cosmic mountain and stupa, and at the same time has the 
form of a mandala. This is evident not only from the pattern whereby 
a circle is placed within a system of squares, but also from its 
expressly iconographic formulation. Each of the first four square 
terraces have, on each side, an identical Buddha figure, i.e. the 
Buddhas of the four points of the compass: in the east Akshobhya, 
with the gesture of touching the earth (bhumisparsha-mudrd); in the 
south Ratnasambhava, with the gesture of granting a wish (varada-
miidra); in the west Amitabha, with the gesture of meditation 
(dhyana-mudra); in the north Amoghasiddhi, with the gesture of 
fearlessness (abhaya-mudra). That is to say, they are arranged in a 
similar way as they are depicted in the mandala of Vajrayana or the 
group of figures in the Tahoto. The main Buddha of the mandala is 
Vairocana. In the Borobudur he appears in the first place on all 
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sides of the fifth square terrace, making one of the gestures of 
teaching (Vilarka-Mudra); the fact that he is to be found on all sides, 
and not merely on one, indicates that he is not related to a single 
point of the compass, and thus subject to spatial limitations. In 
addition, Vairocana is also represented seated upon the three 
circular terraces in the interior of all the stupas, making a different 
gesture of teaching (dharmacakm-mudra) — in other words, here he 
occurs 72 times in all. (The Borobudur has, or rather had, a total of 
505 Buddha figures: 92 Buddhas of the four points of the compass, 
on each of the first four terraces; 64 Vairocana figures, on the fifth 
terrace; 72 figures in the small stupas; and one in the great stupa in 
the centre.) The state of preservation of the central stupa is 
unfortunately far from good, and the unfinished Akshobhya (or 
Shakyamuni) figure found there, with the bhumisparsha-jnudra, is 
not likely to be the original one. It is an open question which Buddha 
this was, or whether the stupa may not have been left empty. The 
iconographic programme as a whole would suggest the most sublime 
form of Vairocana, Vajrasattva; but it would also be appropriate for 
this closed chamber in the heart of the monument to be completely 
empty. 
The central stupa has a solid wail, whereas those of the 72 
smaller stupas are perforated with a lattice-like pattern, so that the 
Buddhas sealed inside them are half visible and half invisible. This 
may perhaps be interpreted symbolically, as indicating the transition 
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from the phenomenal world to the world of nirvana, o£ imperceptible 
Void. For the pilgrim starts at the bottom, in the terrestrial world, and 
then, as he ascends the terraced path, reaches planes of ever greater 
Enlightenment, until he finds himself in the purity of the spiritual 
world. The lowest terrace (which was covered up later) had 160 reliefs 
showing the world o£ desires (kamadhatu), which leads to all manner 
of misdeeds and punishments, and the purgatory in which men had 
to atone for their sins, i.e. the sorrowful cycle of samsura, bound by 
karma. The next one, on the other hand, represents in 120 reliefs the 
life of Shakyamuni and the way by which he attained Buddhahood, 
i.e. liberation from the bonds of samsara (according to the Lalita 
Vistara, ending with the First Sermon), and also the Ja takas and 
Avadanas — legends that tell of all his good deeds and his readiness 
for self-sacrifice during his countless former incarnations: this shows 
the believer the exemplary path which he may follow to Buddhahood. 
The reliefs on the next terraces illustrate sutra texts, which likewise 
describe successful endeavours to attain the highest form of 
Enlightenment. They include the tale, in the Gandhavyuha (or 
Avatamsaka Sutra}, about the pious boy Sudhana fig 11. 
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The choice of this theme and its continuation in the legendary 
biography of Lhe philosopher Asanga (4^^ century) show that the 
• Borobudur is a monument of the Yogacara or Vijnana doctrine, 
lounded by Asanga. In some respects it is related to the Madhyamika 
doctrine of Nagarjuna, and is thus of fundament:) significance for the 
whole of later Mahayana. These representations lead on naturally to 
the sphere of the upper circular terraces, and the central stupa, 
which symbolize the 'Void' (shunyata) or 'Suchness' (taOiata), the 
ultimate truth than can no longer be described or represented, but 
can only be recognized by a pure unconditioned conscience fig 12. 
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Fig. 55 - Sediori of llic Hoiobudur, Jnna. 
Original hriaki (u'tlh ri'inustnutcd Spire) 
approx. -12 m. 
This sharp transition to a completely different sphere (despite 
all the gradual preparation for it) could hardly have been made more 
dramatic than it is here: first the reliefs depicting legendary themes 
afford a rich feast for the eye; then the Buddha figures become more 
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.spiritual; and finally they are only partly visible or not visible at all, 
hidden in the pure symbolic signs of the stupas. The spiritual 
message is still more effectively conveyed by means of geometric 
forms: by the transition from square to circle. A square occupies 
certain definite limits in space, and symbolizes the phenomenal 
world, with its essentially relative and conditional nature. The circle is 
ail-embracing, lacking in direction, and infinite; it thus symbolizes 
the Absolute, which may be attained in nirvana. For this reason 
Borobudur has rightly been called a psychophysical pilgrim's path: 
the terraces lead the pilgrim through the different cosmic spheres, 
levels of apprehension, and stages of redemption. It is an initiation 
course into the Buddhist faith, executed in stone. 
As we have seen, the stupa underwent a metamorphosis in its 
form, yet remained basically unchanged. It continued to serve the 
same function and to retain the same meaning, despite the fact that 
ii gradually accumulated more and more iconological symbolism. This 
shows very clearly the ecumenical character of Buddhist art. But 
temples and monasteries, on I he other hand, are to a greater degree 
the result of the efforts made by particular regions to solve certain 
functional tasks by which they were confronted, and development of 
their form is only to a certain extent connected 'genetically', as it 
were. To put the same point differently: a Chinese temple or 
monastery does indeed have a functional affinity with ancient Indian 
monasteries, and must therefore observe certain common principles, 
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but its design is derived from completely different prototypes; it 
develops along independent lines and appears in numerous 
variations in its form within the eastern Asian cultural sphere. The 
prototype of the Indian monastery is a cave or hut, in which a single 
monk lived, especially during the rainy season. It was only gradually 
that groups of monks came to require accommodation in common. 
This was built around a centre where rites were performed, in most 
cases a stupa; the basic element was the single cell, not a communal 
dormitory. From this resulted the typical Buddhist vihara, such as 
we see plainly at Gan-dhara (Taxila, etc.): an open court, rectangular 
in plan, frequently with a stupa in the middle, and surrounded on 
several or ail sides by rows of very simple cells. The latter could be 
replaced by niches or chapels that held small stupas, and later 
images of deities (once the cult of such images had been introduced). 
A large number of. votive or commemorative stupas, varying in size, 
are frequently used to fill in the spaces between them. Occasionally 
the cells and chapels are arranged in a circle around the stupa, as 
though it exerted some magnetic force o£ attraction upon them. 
Groups of cells of this kind, arranged around a central area, were 
sometimes hewn out of the rock. This practice was especially popular 
in western India. The effect produced is that of a complex of 
buildings thrust into the mountain side. Occasionally these 
subterranean monasteries even had several storeys, arranged around 
a central hall. 
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The Indian cave sanctuary has a long history — from the pre-
Christian era to the Late Gupta period — and its influence also 
spread throughout Asia, as far a field, as China and Japan, by way of 
Central Asia. 
The layout of the old Indian Vihara is based upon that of a 
secular house. It is built around a courtyard, with a ring of cells 
facing inwards. Sometimes the court of the stupa and that of the 
cells are separated, in which case they are situated either behind or 
alongside one another; there may also be fairly large assembly halls 
and refectories. On the walls to the monasteries at Gandhara there 
were murals XVIth appropriate representations, as welt as stone or 
stucco figures and compositions in relief. The cave-temples at Ajanta, 
dating from the period between the and century E.G. and the 8th 
century A.D., are especially lavishly decorated with magnificent 
murals. This is not only the most splendid monument of Buddhist 
painting In India, but is also very interesting to the art historian, 
since the development of styles here extends over a whole 
millennium. The great monasteries are important centres of ritual as 
well as places of pilgrimage and learning; they join together a 
number of viharas, or group them loosely around the central point 
where the rites are performed, which in the course of time came to 
include a hall to contain the cult image. 
But this type of building already had a history of its own. The 
courts of the monasteries contained small niche- or chamber-like 
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chapels designed to hold stupas; and in the rock-hewn monasteries 
in particular there developed a monumental form known as the 
caitya hall. (Caitya is a general word for a sacred object, i.e. not only 
buildings, including stupas, but also sacred trees, statues, etc.; it was 
only in a secondary sense that it came to denote a shrine, chapel or 
temple.) In most cases this hall is rectangular in plan and consists of 
a nave and two aisles, with rows of columns and an apse. It is 
somewhat reminiscent of a Christian basilica, although for 
chronological reasons alone there can have been no connection 
between them. It also contains, as its sacred centre, a stupa; the apse 
and side-aisles result from the cir cum ambula Lion around the stupa. 
This advanced form is apparently composed of an accretion of tv/o 
distinct elements: a circular chapel with a stupa and an assembly 
hall situated in front of it (prototype: Sudama Cave at Barabar, 
Maurya period). In these halls the false vault was hollowed out of the 
rock and had many transverse ribs affixed that were either made of 
wood or hewn out of the rock in imitation of a wooden building. The 
front was embellished with huge doors and ogee windows; Buddha 
statues and figures were later added as well. Among the most 
important caitya halls, situated near Bombay, are: Bhaja (approx. 
50 B.C.), Bedsa (midist cent.— close of 1st cent. A.D, Karl! (approx. 
120 A.D.), Ajanta (Cave X: m cent. B.C.; Cave XIX: early 6th cent.; 
Cave XXVI: early 7th cent.), Elura (8th cent.; here there are Jain and 
Hindu caves as well as Buddhist ones). The hall at Kirli, for 
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example, measures 41 metres in length, 15 metres in width, and 15 
metres in height. In some of these halls it is possible to trace clearly 
the stages in the evolution of the stupa right up to the time when 
the Buddha image appeared on this originally aniconic symbol. 
The caitya halls are thus an expression in monumental form of 
the primitive hermit's cave. The latter, which had no artistic form, 
was developed into a magnificent shrine where sacred relics could be 
kept and venerated. The two archetypes of the Indian sanctuary, the 
cave and the mountain, are represented by the grotto or cave-
temple and by the stupa; both of them develop along independent 
lines, but meet up on repeated occasions: the cave-temple contains a 
stupa (a 'mountain' in a 'cave'), and the stupa contains the hollow 
for the relic (a 'cave' in a 'mountain'). The tower-like temple which 
appeared later, first of all as a Buddhist and then as a pre-
dominantly Hindu building, is in turn a combination of these two 
types, for in this case the cosmic mountain is erected above the cells 
to hold the cult image or symbol. By nature the stupa forms a self-
contained monument, with a compact body, radiating outwards in 
all directions from the centre; it is thus 'spaceless', also from the 
standpoint of its religious significance, since it represents the 
Absolute; only in a secondary capacity is it associated with spatial 
elements, as when it becomes the centre of a vihara court or caitya 
hall, i.e. the life and ritual o£ a monastic community. 
In addition to the caitya cave there also developed the free-
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standing caitya hall, which is identical in plan but has a barrel-
vaulted roof, built either of stone or wood (there is a well-preserved 
one at Chezarla, dating from the Gupta period). This very ancient 
type is represented, for example, in the vihdras at Nagar junakonda 
(2nd or 3rd cents.) where, in connection of with the development of 
the cult image, two chapels of this kind were erected, facing each 
other as cult centres of equal status: one of them contains a stupa 
and the other a Buddha statue; they are built along one side of the 
square formed by the monastery, the interior court of which now 
frequently takes the form of a pillared hall with a wooden roof. (In the 
so-called university at Nagar junakonda the statue contained a tiny 
reliquary in gold.) Shortly afterwards, however, the caitya hall lost its 
popularity. Later a tower was erected above the apse of these chapels 
and the old caitya hall became an offering-chamber in front of the 
main structure, which was built over the holy of holies (the stupa or 
cult image). But the characteristic Indian tower-like temple was 
derived, not from this type of building, but probably from 
independent free-standing towers, such as we find recorded in reliefs 
already at an early stage: they are square in plan and have a cella on 
the ground floor; to this cello, are added niches or chapels for cult 
statues, which face the four points of the compass^o. From the Late 
Gupta period onwards, especially in north-eastern India (Paharpur 
and Mainamati in Bengal) centralized monuments of this kind lend to 
be placed in the middle of a large vihara, which sometimes consist of 
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buildings with several storeys. Here the old type of an open square, 
with the monks' cells round about it, small enough to convey a sense 
of intimacy, is carried to an extreme of monumentality: there are 
between one and two hundred cells. But the tower-like temple with its 
cruciform ground-plan did not develop to its fullest extent untiil 
Buddhism in India came to be superseded by Hinduism; and for this 
reason we shall not trace its subsequent history here. 
In Buddhist countries other than India, however, it had 
important consequences. Jus t as the tower at Bodhgaya was copied 
directly (although with some variations in form) in Burma, Thailand, 
Nepal and even in China, so also this extremely popular type exerted 
a great influence upon Burma (Pagan temple), Cambodia and other 
parts of Indochina, and — last but not least — upon Java. It was in 
this area that many tandems appeared, in either simple or highly 
developed form but based on this design; the more intricate of them 
may take the shape of a mandala. The word tjandi, like the word 
stupa, formerly meant 'sepulchre', but later carne lo mean above ail 
a shrine or temple containing images of Buddhas or deities; there was 
also a close connection with ancestor worship and the idea of sacral 
kingship. The following are among the most outstanding Buddhist 
tjandis: Tjandi Mendm (approx. 800) has in its central chamber three 
magnificent jlnas (a Buddha preaching, with the Bodhisattvas Vajra-
pani and Lokcshvara), and reliefs closely akin in style to those in the 
Borobudur. Tjandi Kalasan (mid-f) the cent.) contains one great 
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stupa towering over groups of smaller ones. The central temple at 
Tjandi Sewn (8th cent.) has side-chapels grouped around, but more 
isolated from, the main structure; these chapels apparently contained 
the tour so-called Dhyani Buddhas with Vairocana in the centre. 
Taken in conjunction with many of the figures in the niches, they 
formed a Vajrayina mandala; surrounding the centra temple, in four 
squares, were single statues in 240 small shrines, topped by stiipas. 
Tjandi Jago (eastern Java, latter half of 13th cent.) contains the 
main cult image of the Bodhisattva Amogha-pasha — a form of 
Avalokitc-shvara, depicted with eight arms, which appears in Japan 
from the 8th century onwards as Fukukcnsaku-ICannon (Hokkcdo, 
Nara); it is surrounded by a paiitheon of Tantric figures. These 
Javanese buildings combine monumentality with noble proportions: 
masses of stone and a wealth of decoration are handled with 
restraint, resulting in a classical beauty that is rare within the 
Indian cultural sphere. 
The type of vikara found in northern and north-western India 
was also adopted by Buddhist centres in Central Asia, although not 
universally, and it did not reach eastern Asia. A far more important 
role as intermediary between India and eastern Asia was played by 
cave-temples. There is a long chain of them running across the 
continent, from India all the way to China, passing through 
Bamiyan, Kucha, Turfan and Tun-huang; offshoots are found as far a 
field as Korea and Japan. We have already discussed Bamiyan and 
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the Central Asian temples, as well as those at Tun-huang. Most of 
them are of greater significance for their wall-paintings than for their 
architecture. So far as the latter is concerned, they do, however, 
continue many features of Indian cave sanctuaries, such as the 
central stupa, often represented as a square central pillar; it bears 
cult images, and the faithful would walk round it in procession. In 
the chapels at Bamiyan, Kyzyl and elsewhere a striking feature is the 
popularity of the so-called lantern roof, a pane in the centre which 
takes the place of the cupola, and is filled in with squares laid 
diagonally across the corners, diminishing in size towards the top. At 
Tun-huung panels of this kind are frequently painted. This type of 
roof, as well as that in the form of a canopy, which occurs at Tun-
huang and in temple halls all over eastern Asia, are both based upon 
the widely disseminated idea of a 'Dome of Heaven'. Thus in this case, 
too, the sanctuary, with a stupa (or pillar) or cult images in the 
centre and a repertoire of figures painted on the wails, in its totality 
represents the cosmos. 
In China it is possible to trace fairly clearly the route by which 
Buddhism spread, following the line of cave-temples and the dates 
ascribed to them. They extend from the Six Dynasties period to the 
Lute T'ang (approx. 350—900). In general terms, from Tun-huang 
(360—1300) its influence first spread to north-eastern China 
(Yiinkang, approx. 460—540; I-hsien, approx. 490—530), then to the 
centre, around Loyang (Lungmen, 495— approx. 540 and 580—750; 
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Kung-hsien, approx. 505—540); later some way lo the north (Hsian-
t'ang-shan, approx. 550—590; T'ien-Iung-shan, approx. 540 — after 
760) and to the east (T'o-shan and Yiin-men-shan, approx. 580—620), 
and finally reached the south-west, in the province of Szechuan 
(Kuang-yiian, approx. 720—895; T'ung-chiang, approx. 740—880). At 
an early stage, however, one line branched off to the south: it 
includes Mai-chi-shan (approx. 480—620 and later) as well as T'ien-ti-
shan (approx. 500—535) and Ping-ling-ssu (approx. 500—535 and 
640—730). Geographically, cave-temples of this kind are to be found in 
large numbers in the north-east and in the centre along the River 
Hwang Ho; chronologically, they date in the main from the period 
450—750, i.e. from the golden age of Buddhist sculpture, the 
iconography and stylistic development of which may be traced in 
these monuments without interruption; the large number of 
inscriptions recording the circumstances of their consecration give us 
some idea of the changes that took place in religious beliefs, expressed 
in the waxing and waning popularity of certain Buddhas and 
Bodhisattvas. In their interior the caves are usually covered with 
groups of figures, reliefs and ornaments carved out of the Jiving rock; 
there is in many cases no iconographic system, but amidst the 
confusion one's eye is caught by spectacular groups in niches, and 
(at Yunkang and Lungmen in particular) by colossal figures of the 
iluddha, shown in a seated posture with the accompanying figures 
represented standing. Here we have a survival of the ancient notion 
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of the all-embracing Buddha, or cosmocrator; this idea also inspired 
the production of colossi in India, Ceylon, Thailand, Burma and 
elsewhere, and at the western end of the Buddhist oikoumene is 
represented by the Buddha figures at Bamiyan. But it seems 
doubtful whether Bamiyan served as a model for Yunkang: both 
monuments may have been carved at about the same time, and the 
Chinese appear to have had no knowledge of Bamiyan; it is more 
likely that the colossal statue of Maitreya at Darel (on the upper 
reaches of the Indus, beginning of 3rd cent.?), of which we have 
literary evidence, served as a source. In Korea cave-temples of this 
type are represented by Sokkul-am, where a huge statue of 
Shakyamuni forms the centre of a circular chapel. The faithful may 
walk round it in procession, and it is circumambulated, as it were, by 
the Bodhisattvas and Arhats featured in the reliefs on the walls. In 
Japan only unimportant cave sanctuaries were built, usually rather 
flat niches in the rock containing groups of figures (e.g. Usuki, on 
the island of Kyushu). But these provide confirmation of the fact 
that this type of sanctuary spread as far as the easternmost limits of 
the Asian continent. 
The monasteries and temples of eastern Asia differ greatly in 
their layout from those of India. It is true that in both cases the 
nucleus is a square court, often containing a pagoda and a hall with 
cult images. But the monks' cells are often not built around this 
court, and the principle of concentric arrangement around a single 
12 
central point is superseded by one whereby several independent 
buildings, usually placed transversely, are sited along an axis 
running in most cases from south to north; it is this axis that gives 
the entire complex a strict symmetry. The believer enters the sacred 
area through a monumental gateway and walks up the via sacra to 
the centre, which may be either a pagoda or a hall containing the 
images, or both. 
The changes that took plaice in the type of these buildings, 
designed between 600 and 800, can be followed more easily in Japan 
than in China, although in essential points they correspond. At first 
the pagoda still plays the most important role — an 'Indian' feature — 
and the Buddha hall takes second place; it is situated behind the 
pagoda, but later becomes an equal partner and is to be found next 
to it. As the ritual grows more and more complex, this hall gains in 
importance and size, eventually becoming the main building. The 
pagoda, too, is emphasized more strongly in a visual sense by 
duplication, but so far as its religious import is concerned it is 
diminished in value, since it loses its former centrality and 
uniqueness. Later pagodas are even displaced from the central 
enclosure and degraded^i to a mere decorative role along the sides, 
unless they serve a special function in the cult, as the tahoto does 
(cf. p. 125) and thus have a special place in the layout of the temple, 
as the centre of smaller enclosures of their own. In eastern Asian 
temples the main buildings along the central axis are usually 
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surrounded by an ambulatory; outside this are situated the other 
monastery buildings, grouped according to a more or less regular 
pattern. Some of the latter are residential and others administrative 
buildings; others again are halls used for special purposes (such as 
the Meditation Hall or the Library), or rooms for welfare work. 
In its general layout (enclosed courtyards, with the principal 
buildings grouped along an axis, and the ancillary ones adjoining 
them in a symmetrical arrangement), as well as in its architectonic 
structure, the Chinese temple is based entirely upon the traditional 
indigenous homestead, and especially on the palace as it developed 
during the Han period. This model was later copied in Korea and 
Japan: at first very closely, but then gradually in a modified form, 
although the changes made were as a rule not radical ones. From the 
golden age of Buddhist art in China and Korea only a few buildings 
other than pagodas have been preserved. Most of those that are 
extant at the present time date from recent (and in some cases very 
recent) centuries. But in Japan there still exist a large number of 
classical temple buildings — those at Nara, Kyoto and Kamakura in 
particular — which have maintained, or only slightly modified, their 
original form; these date from all periods between the 7th and the 
17th—18th centuries. This makes it possible, not only to study in 
detail the development o£ their style (and thereby also to reconstruct 
that of Chinese architecture), but also to experience the impressive 
atmosphere pervading these sanctuaries. 
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It is not possible to deal here in detail with the architectonic 
form and the finer points of style. All we can do is to point to the fact 
that Buddhist temple architecture adopted the standard wooden 
frame structure — in China also that of brick masonry — with curved 
roofs projecting outwards to a varying extent. The latter are 
supported by an intricate form of bracketing, essential from a 
structural point of view but also effective as decoration. Whereas 
Chinese architects tend to build on a grandiose monumental scale 
and to decorate their temples with a wealth of sculpted ornament, the 
Japanese, following a line of their own, prefer simplicity and lack of 
ostentation; their temples are elegantes and finely decorated, yet lose 
none of their religious dignity and do not degenerate into trivial 
playfulness. 
The interior of the hall is almost completely taken up by the 
platform with its cult statues, which are frequently numerous and o£ 
very great size. It is the main function of the temple hall to enclose 
them, so making a shrine, rather than to serve as an assembly hall 
for a community. Instead, a special hall is set aside for sermons and 
disputations. In the hall containing the images the main cult statue 
is in most cases that of a Buddha in a triad or a larger group of 
figures. It is the centre of the entire temple complex which is most 
lavishly embellished: the pillars and beams are painted and gilded; 
the ceiling, in the form of a canopy, represents heaven. Of the greatest 
importance are the rich murals completing the icono-graphic 
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programme, which is dominated by the statues. Of these monumental 
and extremely important paintings unfortunately only a few 
remnants have survived. The programme of stalues and paintings in 
most cases served to make the temple a terrestrial representation of a 
Buddha's blissful realm, such as the Sukhavati realm of Amitabha, 
into which the believer was intended to feel himself transported at the 
sight of the gilded status, radiating the light on the Buddha's wisdom 
and mercy. Alter-naiivdy, all the figures, whether sculpted or painted, 
were supposed to combine in a mandala, the centre of which — the 
centre and axis of the cosmos — is occupied by the Buddha, seated 
upon his lotus throne. For th i s r ea son the temple hall is just as 
much a 'picture of the cosmos* as is llic fully-developed stupa, the 
pagoda or the cave-temple. 
An Interesting special type o£ temple hall was produced in 
Thailand. Here like area where the monks lived is separate from the 
sacred buildings. The latter contain, within surrounding walls or 
ambulatories, and arranged in various patterns, a stupa, 
representing the holy of holies, a hall for the llmitlha image, which 
served as the place for the monks to perform their riles, and a hall for 
the community of lay brethren; to these were added a hall for 
preaching, a library, etc., as was also the case in other Buddhist 
monasteries, as well as votive or sepulchral stupas, which often occur 
in large numbers. The characteristic feature of the Siamese temple 
hall is the fact that it has an oblong ground-plan; the Buddha image 
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stands on one of the shorter sides, with the entrance opposite. 
Frequently the interior is divided by two rows of pillars to form a nave 
and two aisles. In both these points it bears a resemblance to the old 
Indian caitya hall; but did a connection really exist between them? 
Another feature of these buildings is the steep gable-roof, with the 
ends of the ridge curving upwards; the gables often overlap and 
telescope. This is probably derived I'rom die architecture of the 
dwelHngs built by the local popnlaiion in souihern China and 
Indochina." With these temples Thailand produced 3 quite peculiar 
solution of the problems with which ils architeus were con-fronted. 
This differed from the raonasteries and temples of India (and their 
derivatives) and also frora the Chinese Eype prevailing in eastern 
Asia. Yet alt of them have in common the fact thai they contain the 
basic elements of the Buddhist sanctuary: the stupa (or pagoda), the 
monks' cells, and the hall for the cult images and performance of 
ritual. They have different layouis and styles, but — as a glance at the 
ground-plans II Justrated here shows — contain many clemems tliat 
ai-e basically the same everywhere: the sacred micleus consiting of 
the siiipa (or pagoda), and the ritual hall enlosed within a court. The 
particular type of arrangement adopted depends of, the stage of 
religious development or on the Buddhist school to which the temple 
or monastery in question belonged. The choice of alternatives runs the 
gamut from the extreme another hum are assure and simple 
Hmayana vihdra, in whcih the only cuu object is the abstract symbol 
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of the stiipa, without au image of any kind; and at the other extreme 
the Vajrayana temple, designed for the worship of a vast pantheon, 
with a correspondingly comp Heated liturg; and requiring and 
requiring a number of lavishly decorated buildings. 
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CHAPTER 4 
Creation of Ajanta and EUora 
Ajanta caves located 99-km away from Aurangabad district in 
the state of Maharastra. Ajanta caves were carved out for the 2'^'^ 
century BC to 6* century AD. They were hidden on the midst of la 
lonely glen with a streamlet flowing down below. They were scooped 
out into the heart of the rock so that the pious Buddhist monk could 
dwell ad pray. 
These are the caves that the followers of Lord Buddha, 
embellished 1 with architectural details with a skilful command of the 
hammer over the chisel, with sculpture of highest craftsmanship ad 
above all, with the painting of infinite charm. The entire course of the 
evolution of Buddhist architecture can be traced in Ajanta. During 
this time, images of Buddha interpreting his different life stories and 
several types of human and animal figures were carves out of rock in-
situ. Portraying the Contemporary World. 
All section of people of the contemporary society from kings to 
slaves, women men and children are seen in the Ajanta murals 
interwoven with flowers; plants, fruits, birds and beasts. There are 
also the figures of Yakshas', 'Kinneras' (half human and half bird) 
'Gandharvas' (divine musicians), 'Apsaras' (heavenly dancers), which 
were of concern to the people of the time. Discovery When the echo of 
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the chisel faded, the world forgot these cave temples, which were 
hidden for a long time under the thick undergrowth until a company 
of British soldiers accidentally discovered them in the 19* centuiy. 
Chaityas and Viharas the Ajanta caves are dedicated solely to 
Buddhism. The caves including unfinished are thirty in number of 
which five (9,10, 19, 26 and 29) are "Caitya-Grihas" and the rest are 
"sangharamas" or Viharas (monasteries). The caves 1, 2, 16, and 17 
can be ranked high the greatest artistic works of the contemporary 
world. 
The 30 Chaityas and Viharas have painting, which illustrate the 
life and incarnations of Buddha. The artist has lent his creativity in 
each work with an overwhelming sense of vitality. These painting have 
survived time and till date the numerous painting glowing on the 
make atmosphere very vibrant and alive. The contours of these figures 
leave the visitor bound. Caves In Cave 1, Prince Buddha is depicted 
delicately holding the fragile lotus, his head bent sideways as if the 
weight of his ornate jeweled crown it too heavy for his head. His half-
closed eyes five an air mediation, almost of shyness. 
One can also see the court scene in cave number 1, which is 
believed to be of conversion of 'Nalanda', a fellow prince like Buddha 
who has decided to join Buddha's monastic order it is in the female 
figures in the painting of Ajanta that one sees the true mastery of the 
artist. Magnificent of colours, hairstyles, poses and costumes can bee 
seen in the paintings. Women in the painting lean against the wooden 
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pillar of a mandap, or hall, and look of at a group of female musicians 
accompanying a dancer. 
Cave number 2, which is one of the better-preserved 
monasteries with a shrine, show sculpture, painting and architectural 
elements were used together to enhance the atmosphere of piety and 
sanctity. 
The ceiling and wall painting illustrate events associated with 
Buddha's birth. The scenes include Maya, Buddha's mother standing 
in the garter at Lumbini, a scene where Mahajanaka Jataka, the 
queen and her attendants can be seen. In cave number 2 Buddhist 
icons were sculpted according to a set of codified rules that used 
symbolic hand gestures and motifs such as the wheel, the deer, the 
throne and scared Bodhi tree. Each represents a stage of Buddha's 
life. 
The figure of the seated Buddha in the pose that depicts the 
teaching if the principles of the Middle Path is in the inner shrine of 
cave number 2. Also one can see varying hand gestures to depict the 
scene of Miracle of the Buddhas. A sculptured friezes of the miracle of 
"Sravasti", when Buddha multiplied himself a thousand times can be 
seen in cave 7. 
There are several Chaitya Grihas or prayer halls at Ajanta. The 
palm consists of a central nave with pillars behind which is a 
circulatory passage. The hall is often apsidal in plan or with curved 
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back wall, possibly taken from a wooden designed. Within the curved 
end a tone miniature Stupa. Or emblem^ of Buddha, was carved to 
serve as the focal point of the prayer hall. 
In cave 17 one can find the paintings that depict stories from 
the Jatakas or tales of the previous incarnations of Buddha and also 
with his right hand raised, with the palm facing the viewer, which is a 
symbol of "Abhaya"-reassurance and protection. 
Buddha is shown seated in "Padmasana"-the lotus pose of 
meditation. He is often shown with his hair tied in a topknot surround 
by a halo light, representing nirvana or enlightenment. 
At one end of the Veranda is a scene identified by scholars as 
the scene from the "Vishvantra Jataka", of a prince who gave away his 
belongings in alms. This scene provides interesting information of 
cotemporary wooden architecture, costumes and a glimpse^ of courtly 
life. 
The best surviving examples of a rock cut Chaitya Griha in cave 
19 at Ajanta The elegant Porch is topped by the distinctive 'horseshoe' 
shaped window-flanked by Yakshas' or guardians, standing Buddha 
figures and elaborate decorative motifs. The interior o the cave is 
profusely carved with pillars, a monolithic carved symbolic stupa and 
images of Buddha, which heralded the introduction of Mahayana 
phase. 
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In cave 26, Buddha is seen seated under a Bodhi tree at 
Bodhgaya, mediating, when Mara and her voluptuous daughters 
attempted to tempt him. Buddha touched the earth with his left hand 
to witness his enlightenment. The "Parinivana" (ultimate 
enlightenment or liberation) came when Buddha left the world-as 
depicted in the 6m (23ft) images of the reclining Buddha in cave 
number 26. 
Ajanta provides a unique opportunity to study the early phases 
of Buddhists sculpture, painting and architecture, which later 
influence artists traditions in Central Asia and the Far East. 
It is proposed to present ion this script a monumental memoir 
on the Aesthetic of rock-cut architectonics of the world famous 
Kailasa cave at Ellora. Rock-cut aesthetics of Kailasa is that prismatic 
spectrum of Indian fme arts that collected the rainbows of Ajanta and 
refracted them to the hill fort of Deogiri. Ajanta's rainbows refracting 
through the architectonics of Kailasa finally kissed the rock cut 
ditches, scarps tunnels, tower and turrets of rock cut Deogiri. The 
lyrical notes of Jnaneshvari as a matter of fact scintillate the textual 
temper of Ajanta, Ellora and Deogiri in variety of ways. 
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Vyasa, Valmiki, Bharat, Bhasa, Kalidas, Bhavabhuti Dandin, 
Sankarcarya, Rajsekhar is a well known fact. That he owes something 
to Ajanta hasn't been well argued so far. Ajanta houses some of the 
best galleries of ancient Indian paintings. Ajanta speaks the liveliest of 
the language known to man. This liveliest backdrop of Ajanta is at the 
back of Jnaneshvara's mind when he composed his verses. The Gita 
Ratnaprasad of the 18th chapter and Yogadurga of 12th chapter in 
the Jnaneshvari have permanently connected Jnaneshvara with the 
rock-cut aesthetics of EUora and Deogiri, Ajanta backdrop makes 
Jnaneshvari the prismatic spectrum that refracted the beams of rock 
cut aesthetics of Ajanta Ellora and Deogiri. They together make a 
common aesthetic rainbow catchments area. 
The Kailasa of Ellora and Durga of Deogiri are the best 
preserved rock cut moments of ancient India. Deogiri fort is the 
crowning piece of the rock-cut art that had begun in Nane Ghat 
wherein the early Satavahanas had excavated a Vihara, that has one 
of the earliest inscriptions of Satavahanas. The Nane pass was 
however excavated by one Achintya a pre Buddhist king of the Deccan 
who also evacuated a pass in Ajanta ravine as per account rendered in 
an Ahirani folk song. This Ahirani folk song is perhaps the rarest piece 
of literature that tells us the story of the earliest phase of rock-cut 
aesthetics and engineering. Achintya of this folk song can surely be 
identified with the Anchantaraj of the Nagarjunkund inscriptions who 
is credited with having a spiritual sway over to the people of Kashmir, 
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Gandhar Kirata, Aparanta and what not. Though this Ahirani folk 
song percolates the popular memory of hero and heroine of remote 
times. Free English reading will read as: Lord Buddha had come to 
Ajanta for gracing Achintya. Una means had come says Ahirana. 
Achintya's story is more ancient than that of Buddha; Achintya was a 
South Indian King and his queen Ajitanjya was a beauty incarnate. 
Achintya had built number of passes and tanks in Bamiyan, Khaibar, 
Khandala, Kondana, Nana and other places. King and queen were 
living happily but a malignant star wished them ill. As bad luck would 
have it, the queen slipped into a mishap. She fell down while carving a 
pass in the ravine that skirted the Waghura stream. She was followed 
by her King in the death trap. They had taken a vow to leave this 
world together. To visit this sacred place Lord Buddha had come to 
Ajanta along with Sopara's Purna, Nevasa's Bavari and in the 
company of Amrapali and along with number of mendicants. He had 
halted at the hut of Vakkal rishi and was greeted by Yaksha 
Kutadrashtanta at the Mukpat village. Deogiri, which was renamed 
Daulatabad in the Muslim period is a fort par excellence of ancient 
India. Hemadri's Raj Prashasti, dozens of inscriptions, early Muslim 
chronicles have referred to Deogiri as fort and town offadav period. A 
sixteenth century Rajasthani Hindi Akhyan kavya Chhitai Varta is a 
composition that has its main theme which centres round the story of 
the creation of Deogiri fort by a Yadav king. The conical rock on which 
the Deogiri fort stands is 600 feet high and is isolated from the 
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surrounding hills. One has to see Deogiri to appreciate the skilful 
manner in which the hill has been scarped all round vertically from 
the ground level to 150 ft. Around the escarpment is dug in solid rock 
a ditch or a moat forty cubits in width and thirty in depth. Through 
the centre of the hill a long dark spiral passage has been dug out to 
make way for a long ascending tunnel that rises rapidly and without a 
lamp or torch one cannot traverse this underground tunnel even in 
daylight. At the head of the tunnel which rises by flight of steep steps, 
is a large grating of iron. When a fire is lighted upon it, the ascent of 
the serpentine tunnel becomes impossible owing to the intense heat. 
This very Deogiri Fort makes its appearance in Jnaneshvari when the 
poet describes the eightfold stage of Yoga Durga. World fame of EUora 
rests on the shoulders of Kailasa, an eighth century Indian 
monument, the rock-cut aesthetics of which keeps us spell bound 
when we see it. When measured in global scales Kailasa turns out to 
be biggest of its kind. It will he an interesting thing to read how Indian 
psyche interpreted its creation over the centuries. Baroda copper plate 
date A.D. 812 expresses a sense of bewilderment and excitement at 
the very sight of Kailasa in the following words: "When the chariot-
bound celestials happened to pass over the wonderful encampment 
over the edges of Elapur mountain, they were astonished to see a 
Shiva's Shrine. They continued to discuss and talk about it as 'not a 
man-made affair but a self-existent matter." After having tried his 
hand for creating another copy of the same, the architect considered 
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his second effort as a waste of profession. The architect when having a 
look at this own earlier creation was amazed watch his own 
accomplishment and exclaimed-how could I have excavated such a 
wonderful composition." And by reason of it, the king was caused to 
praise his name. The Baroda copper-plate also credits the Rashtrakut 
king Shubhtung Krishna for having patronised the excavation of this 
Shiva Sanctuctry. In the Indian folk psyche the entire rock-cut 
complex of Ellora was a divisive creation. Last great Mughal emperor 
Auranqzeb Alamqir after visiting the rock-cut site of Ellora was 
impressed by its aesthetic value and in one of his letters to his son 
Bidar-Bakht wrote that he had visited Ellora in the company of his 
daughters and daughters-in-laws and was amazed to see the rock-cut 
shrines of Ellora, which in his view were god's creation. Aurangzeb 
was perhaps repeating what an average Indian felt about the creation 
of Ellora's rock-cut complex. It is possible that Aurangzeb might have 
overheard a Maharashtra folk tale about Ajanta and Ellora. An 
interesting folk tale circulates among the villagers in the vicinity of 
Ajanta and Ellora. The genesis of the sculptures of Ajanta and Ellora 
has received a charming version in this folk tale. The story goes that 
long long ago devas, devanganas, gandharvas and apsaras resolved to 
spend a fuUmoon night on the earth. Indra allowed them to leave the 
paradise on the condition that they would return to heaven from earth 
before the next sunrise. Devas and devanganas along with apsaras 
and gandharvas came to the earth. While descending from heaven 
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they spotted the moonlit Ajanta and EUora. Some of the celestials 
went to Ajanta and some of them came to Ellora. The gods and 
nymphs danced, sang and played in the valleys of Ajanta and Ellora. 
They liked the spot so much that they forgot Indra's instruction to 
return home before sunrise. When the day broke they were still found 
playing on the cliffs and flanks of the hills of Ajanta and Ellora. This 
divine folly resulted in the transformation of these celestial creatures 
into stone images because of Indra's curse. The author of this folk-tale 
forgot to add that many of these celestial creatures were transplanted 
into the lovely paintings of Ajanta and Ellora. Kailasa is an eighth 
century work of wonder that has no equal in its time either in India or 
all over the world. As centuries passed more luxuriant refined and 
beautiful ornamental motifs were to adorn the temples of Mount Abu, 
Khajuraho's, towers were to travel a more wonderful rising crescendo 
of curves, Bhuvaneshwar was going to present wonderful curvilinear 
terraces of its Shikhar towers, Konarak was to present endless round 
of erotic dalliance, Halebidu and Somath were to epresentma never 
ending masshof delicate ornamental accessories. But that is a later 
day story Kailasa in eighth century had no equal. The Rashtrakuta 
conquest of Karnatak and Tamil territories had brought the so called 
Dravidian style of temple architecture into the very heartland of the so 
called Indo-Aryan orbit of cultural entity that is Maharashtra. Shubh 
Tung Krishna (757-783 A.D.) had carried the Rashtrakut banner to 
Vatapi Aihole, Kanchi and Mahabalipuram. Metaphorically speaking, 
129 
he carried the towers of the so called Dravidian temples to the 
Rashtrakuta capital at Ellora and crowned his own Kailasa shrine by 
gracing its summit with his south Indian booty. The so called 
Dravidian devotees must have felt very happy and elated over the 
honour bestowed on their own towers. Himalaya would have said 
Tathastru' watching the Rashtrakut king putting a Dravidian tower 
on Himalayan peak. Kailasa - 300 ft. by 175 ft. rectangular enclosure 
200 ft. long, 100 ft. wide and 100 ft. high shrine at its apex, the 
monument, from top to bottom is studded with iconographical 
sculptures with Vedic and Puranic connotations. It is a Shaivite shrine 
but has no aversion for Vaishnavite legends. At least one one group of 
sculptors was fond of erotic poses. The plinth of Lan 'keshwar in its 
parapet wall bears two dozens of lovemaking couples. The hereditary 
craftsmen who worked and lived in guilds had their own tantric gods 
who granted them the fun and frolic of erotic pleasure. These 
craftsmen dedicated their profession not to any single religion or cult. 
They worked for every paymaster whether Buddhist, Jain or 
Brahmanical. These guilds had been working in the rock-cut medium 
for centuries. They inherited the traditional skills of the rock-cutter, 
who had been tunnelling into the cliffs and ridges of the mountains. 
They had been quarrying downward. The unfinished rock-cut 
sanctuaries at every site from Ajanta, Bhaja to Ellora tell us the story 
of the rock- cutting technique. One has to go to the top of the Kailasa 
to appreciate and measure the colossal endeavour which had gone in 
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the making of Kailasa. A free standing temple with its towers, 
sanctum, pavilions, an enormous basement, pillared halls balconies, 
bridges that connect the chambers, and gateway and several monastic 
vihara, surrounding the courtyard and sub-shrines, galleries and 
attached monasteries cut in the scarp had to be cut in the rock. 
Lesser sancturies attached to the main shrine, flag posts and free 
standing elephants sculpted friezes had to be taken care of while 
executing the work. How did they do it? When it was decided to cut 
a shrine on the hill-side spot which Kailasa occupies, lot of 
preliminary work must have engaged the attention of the chief 
architect. First, the slope and slant of the hill-side would have been 
cleared of shrubs and trees. Then a circuit of a Vastu 
Mandal and a rectangular frame of Vastu Purush would have 
been drawn on the slope and slant of the hill side. Mandal with its 
chakra, centre axis, circumference, cubics, spiral, triangle, circle and 
square would have been arranged in geometrical motifs, marking the 
contours of the proposed monument firstly on the cloth and then on 
the slanting slope of the hill side itself. The geometrical imprints, of 
the proposed monument had to be worked out first, because most of 
the dramatic folklore of art work is conceived in the blue-print stage of 
the work. In ancient Indian dramaturgical aesthetics, Kavyarth Siddhi 
was made possible by the functional operation of the law of flexion of 
bhava, anubhav, vibhav and vyabhichar bhav. This dramatic 
interpretation of rasa presented by Dr. S. S. Barlingay at the Simla 
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Seminar in late sixties, help us to untie the many tangles connected 
with the architectural aesthetics of Ellora's Kailasa. The geometrical 
mould of a traditional Indian chariot was picked by the chief architect 
of Kailasa from the rathas of Mahabalipuram and then transfixed it 
with the stone built shrines of Pattadikal and Kanchi. How they did it 
is a matter of speculation and guesswork. One line of speculation that 
has been suggested by most of art historians is that the architect 
must have drawn an imaginary line oh the topmost and lowest level of 
the hill slope and then all along the line he must have instructed his 
craftsmen to cut three trenches inward and turn out a lump of rock 
for making a free standing temple and then hand over the cut-out 
remains of the lump to the sculptor to do their business on the lump. 
That was a very simple methodology and technique of rock cutting. 
But the matter was not that simple in case of Kailasa. If we see 
Kailasa from a spot from where one can have a full view of the 
structural design of the Kailasa, one can have a better hunch of the 
methodology and technique of the rock cutting business of Kailasa. 
One has to climb the hill and stand on the ridge crest of back side of 
the central tower of Kailasa. Looking over the monument makes us 
aware of the fact that cutting three trenches inside the hill rock and 
then handing over the remaining block boulder was not an advisable 
methodology and technique for a simple reason that cut out rock to be 
thrown out of the pit would have put lots of hazards, before it would 
be pulled out of the courtyard. The architect of Kailasa must have 
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found out the way to ride over this difficulty by cutting number of 
terraces, beginning with the top and then moving slope wise down-
ward so that the rock chipped out of the block could be allowed to roll 
down and tumble out of the site. The technical process of excavating 
Kailasa shrine at Ellora did not start from the bottom but from the top 
and carve downward from the central horizontal and vertical criss-
cross line side- wise and downward, so that the rock which would be 
removed form the boulder would be allowed to roll and tumble down 
without damaging any excavated part of the monument. The proposed 
chariot shape design of Kailasa had to take care of their descending 
terrace cuts for executing and completing the excavation business in 
one generation lifetime. Looking at Kailasa from the top ridge crest of 
back side of its central tower, one is simply impressed by the 
symmetrical regularity and unity of the entire monument that seems 
to have been excavated from beginning to end in one stride and 
operation and that too in the lifespan of one generation of the 
excavators. We are fortunate to have Baroda copper plate inscription 
to tell us that the chief architect of Kailasa at Ellora was happy to 
have completed the work in his own lifetime. The main shrine in its 
componential integrity that consists of Gopura torana of the entrance 
gate, the enclosure wall cuts, the Nandi Mandap, Mukha Mandap, 
Rang. Mandal the vestibule Antaral and Viman Shikhar tower that 
surmounts the Garbha Griha were planned and executed in the reign 
of the Rashtrakut king, Krishna, who led Deccan from A.D. 752 to 
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772. Lankeshwar, Paralankeshwar surrounding galleries were part 
and parcel of the original plan as the vestiges of bridge cuts inside 
Kailasa and potholes in the neighbouring cave that descends in 
Paralanka provide us indications towards this conclusion. 
Simultaneous use of trench and terrace cuts used by the Kailasa 
architect by drawing upto several criss-crossed lines converged at the 
central ventricular line. First the tower, then the roof over central hall, 
followed by downward steep of the Nandi Mandap and lastly the 
entrance gate were cut in terraced trench method. For the instruction 
of the craftsman and for visualization of the operational technique, a 
model either wooden or one made of soft stone had to be preferred and 
put in a glass tub filled with water and a drip drop tap attached to it. 
Tub-tap and the model Before cutting a trial trench in the live rock, 
the architect of Kailasa must have prepared a model of the proposed 
monument to be cut in the rock and a rectangular transparent tub 
made of lamina spread glass or mica, a drip drop tap attached to it at 
the bottom. After having filled the tub with water the model would 
have been lowered and put in the tub. The glass tub tap experiment 
was necessary to mark and check the crisscross'^, horizontal and 
vertical level-lines so that chisels, hammers, brushes and pencils 
would take care of the topsy-turvy contours of the proposed 
monument. Tridimensionality of the designed structure needed to be 
visualised and perceived before the craftsmen would cut the trenches, 
terraces and stresses on and in the bosom of Ellora's rock when the 
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tap tip was screwed down the water would have eased out of the tub 
and released various parts of Kailasa model over the dropping levels of 
the tub water. First the top of the tower, then the ascending and 
descending terraces, arcades and columnades of the shikhar and the 
succeeding sequence of architectural and sculptural portions of the 
entire proposed monument would have come out of tub water. The 
architect must have prepared hundreds of sketches, line drawing 
elevation graphs and paintings before summoning his associate 
craftsmen to watch the play and replay of the glass tub water tap 
show so that they would and could visualise in their inner eyes the 
actual and tridimensional graph of the contours of the proposed 
monument. Of course this is my own hunch. Nobody really knows if 
this was the technological preparatory measure taken by the architect 
before he created Kailasa. Art And Vision of EUora. A 13^^ century 
Jain inscription names the hillside in the bosom of which nestle the 
world famous Ellora caves as Charanadri. This hillside is an extension 
of Sahyadri mountain into the heart of Deccan Plateau. The stooping 
edges and steepy flanks of this Charanadri range in the Aurangabad 
district shelter the rock cut monuments of Ellora. Ellora is about 25 
kilometres from Aurangabad and 100 kilometres from Ajanta. 
Undulating mountain spurs that mark the skyline of Deccan plateau 
shelter a chain of rock-cut monuments. Among these rock-cut 
monuments of the Deccan, Ajanta, Elephant and Ellora are the world 
famous ones. A wide flung festoon of terraces and valleys, flat roofs 
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and steep flanks characterise the topography of the Deccan plateau. 
The Deccan trap rock is ideally suited for the rock-cut architecture. 
The terraces, valleys and summits of the Deccan plateau consist of 
extensive horizontal flows of the trap. The soft portions of the trap 
beds wither and exfoliate leaving suitable fresh rock in the bosom of 
the hills that rock-cutters could use. This favourable feature of the 
undulating spurs of the Sahyadri was one of the factors that led to 
record the heaviest rock-cut activity in Maharashtra. Slow winding 
rocky slopes of Khultabad ghat move through the sprinkling of shrubs 
and wild plants till they reach foothills. When one gets down from the 
Khultabad ghat, one starts getting the most spectacular view of Ellora 
caves-curious heaps of cliffs and hill tops intervene between the 
everwidening sky dome and the green grassy foot-hills that skirt the 
Ellora streamlet. Rock-cut monuments are seen spread over this 
crescentshaped hill. In rainy season a number of small waterfalls that 
empty their torrents into deep pools cast a sprinkling arcade over the 
caves. Tourist excursions to art centres are often like cocktail! parties 
where men meet all types of men without knowing them intimately. 
Ellora caves shelter thousands of aesthetically important pieces. It is 
difficult to establish a stable rapport with all the objects that one 
encounters at Ellora. As one moves from site to site, one gets 
acquaintance with the monument depending on the sensibility^ of the 
visitor. The spell of EUora's magic however leaves no one unmoved and 
unstirred. Ellora gets much sun throughout the year and some 
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showers in the rainy days. In winter Ellora draws large picnic-crowds. 
These cocktail picnic crowds propose to see and admire Ellora in one 
day. Qver centuries generations of artists and stonecutters worked in 
the rocks and hollowed shrines and chambers, dedicated to Buddha, 
Shiva and Tirthankar. Centuries of labour and art have made Ellora a 
subterranean township. Ellora had been a major well-known centre of 
pilgrimage from the remote times. An early ninth century rashtrakuta 
copper-plate describing the Elapur situated Shiva shrine 
Kailasanatha, suggested that even the gods were amazed to watch this 
wonder. Ellora is the anglicized version of the Prakrit Ellora that had 
undergone a mutation to Verula in Marathi, the local language. The 
Prakrit Ellora was transformed into Sankrit Elapur. The earliest 
recorded reference to Ellora-Elapur is found in the copper-plate 
inscription of the Rashtrakuta prince Dantidurga which is dated saka 
samvata 663 (741 A.D.). The inscription mentions the grant of a 
village to certain Brahmins. The grant was made by Dantidurga at' 
Elapur after taking bath at the Guheshvara Tirtha. The Elapur of this 
inscription is Ellora and the Guheshwar Tirtha is obviously the large 
deep pool that collects water from a picturesque waterfall near 
Dhumar cave at Ellora. Unlike Ajanta, Ellora was never lost and 
therefore question of its rediscovery did not arise. Located on an 
ancient trade route that connected Paithan and Devagiri with the 
other eminent Indian towns and cities Ellora has always attracted 
attention of writers and travellers of ancient and medieval times. 
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Buddhist, Brahmanical and Jain Viharas, Chaityas and temples 
carved out of the living rock at Ellora enshrine the wisdom, 
philosophy, mythology and the artistic ethos of early medieval India. 
Tremendous proportions of the carved pillared halls, long and awe-
inspiring colonnaded monasteries, mysterious play of light and 
shadow on the rock-cut shapes, the graceful fluidity of the flying 
gandharvas and aspires, majestic images of Buddha, Jain and 
Brahmanical gods, the gigantic rock-cut miracle of the Kailasanatha 
shrine and many other impressive features of this cave complex have 
made Ellora a wonderland of ancient Indian art. The excavation work 
commenced at Ellora some tune in the sixth century A.D. and over 
several centuries creative incitement of early medieval artists 
continued to playfully chisel the graceful shapes and figures out of the 
unsouned depth of the Ellora rocks. Over centuries instinctual and 
cultivated urges of the Indian artists had poured into the rocky world 
of monumental fantasy. 
The last cave on the top of the shoulder of Ellora hill was 
excavated as late as early fourteenth century. Rest of the fifty major 
and minor caves of Ellora were cut sometime between sixth and 
twelfth century. The well-known art of Ellora is an architectonic 
carving of structural models and animated figures. At Ellora to move 
from one monument to another is to find chambers, pavilions, towers 
and architraves enclosing a wealth of carved miracles. Gods and 
goddesses, demons, gandharvas and apsaras, musicians and dancers, 
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yaksas and kinnaras, yogis and warriors, lions and elephants, trees 
and mountains, oceans and rivers, serpents and crocodiles, giants 
and dwarfs creepers and flowers, in their simple and fantastic 
manifestation decorate the walls, roofs and doors of the rock-cut 
pavilions. The rocky monumentality of the shapes confront us with 
charming ease and magical touch. A visit to Ellora is a charmed 
journey into a fairyland. One has to adjust oneself when one visits a 
fairyland. Ellora houses many dream sequences of such a fairyland. 
We cannot go straight into the meaning of the dream sequences but 
stumble and circle round and try to hold them. A visit to Ellora 
enables one to enter the dreamland of Indian devotional ethos. The 
labyrinths of ancient Indian cultural heritage with their sectarian 
intricacies and orthodoxies have received permanent habitation in the 
wonderland of Ellora. In between the first and the last groups of 
excavations at Ellora are found all types, styles and levels of 
artmanship. There are some clumsy affairs of architectonic exercises 
in the midst of world famous miracles of art at Ellora. These caverns 
were cut to make halls, chambers, pavilions, shrines and pendals. In 
those hollowed parts of the hewn out structures, gateways, 
doorframes, pillars, roofs and towers are utilised more for decorative 
purposes than for functional ones. Entire rock-cut architecture at 
Ellora is therefore a sculpture on magnificent level. Ellora presents us 
with some of the boldest go technique compositions in world 
sculpture. Ellora sculptors were imitated and even unproved upon by 
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the later medieval Indian artists. Ellora artists however remain 
unrivalled in their capacity to make use of unsounded depth of the 
rocks and the nebulous world of light and shade for powerful and 
effective sculptural representations. Modulation of light and shade 
and the vibrating atmosphere of rock-cut shelters render magic touch, 
to the sculptures of Ellora. While moving in the Ellora caves we have a 
feeling of seeing colossal tableaux of sculptures in the rock-cut 
shelters where light and shadow chase each other. Tied to the rocks 
these sculptures glow with lively movements. World sculpture can 
show few instances of such an artistic creativity. Such an artistic 
escarpment and projection of volcanic rock was being tried and 
experimented over a period of thousand years at such far and near 
places as Dhauli, Bhaja, Karle, Ajanta, Elephant and Badami. A 
dramatic consummation of this tradition was achieved at Ellora. Every 
cave at Ellora has its own focal point. In certain caves the stately 
radiant pillars with their massive monumentality and florid beauty 
impart an impression of a solid living faith of bygone days. In some 
caves the sculpture galleries draw our main attention. In more than 
one sense Ellora caves are the finest sculpture galleries of early 
medieval Indian art. In a shrine like Kailasa one is dumbfound to 
witness the stupendous feat of rock-cut architecture and sculpture. In 
Indra Sabha the chief attraction is equally shared by the paintings, 
sculpture and architecture. In most of the caves, however, the focal 
points are centred round the figures of divinities - Buddha, Shiva and 
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Tirthankara. Music, dancing and erotic play of all the carved and 
painted creatures turn to the central figures of divinity. Devas and 
devatas, apsaras and gandharvas, vidyadharas and kinnaras, dwarfs, 
makaras, vyalas, elephants and bulls, whether they are in the main 
hall or in the side chambers, in porches, in balconies, in galleries, 
whether they are standing or flying, the entire world of these 
artistically drawn devotees are found switching their attention to the 
central figure of divinity in the main shrine-either Buddha, Shiva or 
Tirthankara. From cave to cave, from pillar to pillar, and from image to 
image, it needs a long and leisurely attention to appreciate the 
creative skill and significance of each piece of art. Variety of reasons 
will draw a visitor to a particular cave and compel him to stay longer 
than intended. In some caves doorways and window-frames will 
attract the attention of the visitor. The nagas and naginis, the river 
goddesses and tree goddesses, birds and flowers, loving couples and 
fanciful animals playfully cluster around these doorways and window 
frames. The exuberance and beauty of the entablature of these shrine 
doorways in many caves articulate the poetry of the architectonic 
rhythm and melody. The great paired attendants flanking the 
doorways display energy, fury, love and fear and all possible shades of 
passions. The pillars in these caves really don't support the ceilings. 
They however create an impression of structural stability within the 
rock-cut shrines. Apart from fulfilling this psychological function they 
are used for holding medallions that are replete with foliate 
141 
decorations, auspicious figures and erotic play. Scenes of discreet 
erotic play, artistically drawn celestial and earthly creatures and florid 
forms of anthropomorphic figures, birds and animals make these 
medallions on the pillars immensely attractive. The female figures 
from the brackets, dwarfs who play flutes and drums and carry heavy 
loans, also make these pillars attractive. It needs patience, devotion 
and suspense of disbelief to rehear and recall the tones of chanting 
music that was once played at Ellora. It needs some imagination to 
inhale the fragrance of the incense that once must have filled the air 
of Ellora caves. Proliferation of creeds and cults over the entire Indian 
sub-continent was a marked feature of Indian cultural history. In 
early medieval times Ellora functioned as a prism of this cultural 
proliferation. Geopolitical location of Ellora has rendered it a unique 
position in the Indian cultural dynamics. The part of the Deccan in 
which Ellora is located represents a terrain of cultural synthesis that 
involved integration of Northern Indian stylistics with South Indian 
cultural patterns. Ellora is the creation^ of this early medieval cultural 
dynamics. Movements of institutions and ideas, of art motifs and 
designs affected Ellora in consonance with its geo-politics. From 6th 
century A.D. to 12th century A.D. Ellora functioned as a prism 
through which continental, regional and local cultural trends refracted 
in all directions. This period was a time of Buddhist decline, Shaivite 
resurgence and Jain revival in the Deccan Ellora caves articulate this 
aspect of Indian historical sociology of early medieval times. Origins of 
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Ellora art are scattered all over the Indian continent. It will be a folly 
to trace the heritage of Ellora art to any one particular school or 
centre. Ellora's origins are inextricably entangled with the artistic 
impulses that were throbbing with life in various regions of India. The 
contemporary and earlier cultural trends achieve elsewhere gave their 
fluctuating shades to the broad stream of artistic expression at Ellora. 
The sensibility of the Ellora artists could not escape the influence of 
philosophy, theology and aesthetic ethos of their times. Ellora's style 
of composition, its diction, its texture, were a matter of taste and 
fashion prevailing in its environs. Artistic expression of Ellor of-
sculpture, architecture and painting-does not represent a unilinear 
development of any particular style and diction. Six or seven centuries 
of art activity of Ellora take in their strides the achievements and 
accomplishments of various regional styles and schools that had 
grown over the entire continent. Ellora has its ancestors, it has its 
fraternities, proteges and descendants. Ellora's affinities are spread 
over the entire Indian continent. Ellora attracted the attention of all 
the three major religious orders of ancient thnes-Buddhist, 
Brahmanical and Jain. These rock-cut monasteries were not only 
retreats for the monks but they served as inns and rest-houses for 
merchants and princes. Merchants, bankers, artisans, affluent 
agriculturists, state officials and feudal warlords gave patronage to 
these monasteries which lie on the trade routes. The monasteries, 
offered protection and security to the flow of trade. The monasteries 
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were also important customers for the caravans. Monasteries needed 
cloth, perfumes and lamps. These caves thus functioned as abbeys 
which were important stages on the long distance trade routes, as 
resting places for the Sarthavahas caravaneers-as well as supply 
house and banking posts. Most of these caves were located near the 
mountain passes guarded by the forts which protected the kingdom 
and travellers and collected the tolls from the caravans. The kingly 
obligations, spiritual needs and trade facilities thus converged at the 
sites of monasteries. Invariably the cave monasteries of Buddhists, 
Shaivites and Jains were located in the vicinity of ancient cult sites. 
The political sky dome'' under which the Ellora cave monasteries 
functioned during their heydays was overcast with feuds among the 
various sections of feudal aristocracy. In absence of a central political 
authority in the country, region was set against region. Perpetual wars 
of conquests undertaken by the regional warlords often destroyed the 
economic prosperity and human lives. In-the dynastical wars, villages, 
cattle, grains, women and men suffered. Cities were sacked and 
granaries burnt. In this background of ceaseless warfare religious 
monasteries seem to have functioned as islands of peace and 
quietude. Monasteries had the tranquility and safety which royal 
places lacked. In a war-torn world of feudal tyranny, religion was the 
sigh and solace of every helpless creature. Mahayogi trinity of Buddha, 
Shiva and Tirthankara offered a soul to the soulless world, a heart to a 
heartless world. The scholarly debates over the dynastical affinities of 
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these cave monuments have often missed this perspective. Great 
worthies are still debating whether Dhumar-Rameshvar caves of 
EUora were due to patronage of Chalukyas or Kalachuris. Perhaps the 
Shaivite mahantas of EUora monasteries might have pocketed grants 
from both the royal houses. Who knows, the archpriest of Guheshvara 
Tirtha might have performed puja and rudrabhisheka for the good of 
both warring houses! Over centuries feudal-aristocracy and merchant 
princes had been patronising these monasteries. Their patronage 
sprang from many motives. These monasteries exercised various 
functions that helped the common people. Religions are made of that 
stuff on which dreams are made. Human miseries are partly and 
illusorily relieved by dreams. In medieval homes when feudal 
aristocracy and merchant princes had cornered all the wealth and 
beautiful women, when all the luxuries of life were the privileged 
possessions of the rich, common ploughman had to cultivate the fields 
and also fight the endless wars of the medieval warlords, religion 
provided a great solace to the common man. Brahmanism, Buddhism 
and lainism in ancient there were not very different from each other in 
matters of social system. They together taught the common tnasses to 
renounce the vanities of this world and seek salvation from this or 
that deity by devotion and austere life. Religion saved the common 
masses from allurement of possession and wealth, and spared the 
feudal aristocrats to enjoy the luxuries of life. The monasteries also 
functioned as transmission houses for passing on the traditional skills 
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and cultural values to the younger generations. Poets and scholars, 
artists and artisans worked for monasteries as well as for royal 
palaces. Most of the rock chambers and shrines of the Shramans and 
Brahmans at Ellora were therefore modelled after royal palaces of the 
Rajas and Samantas. Though the patronage of wealthy merchants, 
guilds and royal houses made these excavations of Ellora possible, the 
main impressive element that remains hovering in the background of 
Ellora is the religious ethos of the people. The large paraphernalia of 
servants and attendants which these cave monasteries must have 
required for the comfortable living of the monks, would not have been 
possible without the patronage of the rich people and willing 
submission of the masses. Whether Indian culture is all spiritualism 
and otherworldliness is a point that can be debated endlessly. What is 
obvious in Indian history pertains to endless use of religion for secular 
purposes. Religion provided the cushion that could absorb the shocks 
and tensions of a war-torn society. Though individual rules had their 
own sectarian leanings and likings, by and large the medieval Indian 
rulers showed remarkable spirit of religious tolerance. The great 
religious monasteries also displayed equal enthusiasm for receiving 
patronage from all sorts of rulers, just or unjust, cruel and kind. The 
spirit of accommodation was mutually^ beneficial. While the patronage 
of royal houses and merchant princes made the rock-cut monasteries 
possible the actual physical labour involved in excavation of these 
eaves must have been put by a section of humanity called karmakara-
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karu-shilpi-rangavatari and such other artisans of early medieval 
India who were looked down by the Brahmin- Ksatriya elites. One of 
the dramatic ironies of India's age-old culture relates to the position 
karu-shilpi held in the estimate of classical text writers. While Bharata 
and Vatsyayana sang the glory of the arts of drama, dancing and 
painting, the smriti writers excluded the sculptors, dancers, 
architects, painters, players, musicians and artisans horn any 
honourable position in Hindu social hierarchy^. The artists in India 
were bracketed together with women and shudras as of low and 
ignoble status. Along with women and shudras, artists were the 
wretched of the earth. These very karmakaras, rangavataris, shilpis 
have dropped fluorescent curves on the Ellora rocks. Strokes and 
beats of their chisels have poured rhythm and rhyme into the shapely 
figures at Ellora. Strokes of their chisels, thrusts of their hammers 
and touches of their brushes have tamed the-rocks of Ellora. Lively 
flora of shapely figures that has blossomed on the walls and ceilings of 
Ellora is due to them. It will be better if we separate Indian art and its 
contemporary legend. To most of the readers Indian art is nothing but 
plastically rendered Indian spiritualism. On closer security, however 
Indian spiritualism itself is a by-product of Indian material milieu. At 
Ellora Buddhism, Brahmanism and Jainism live face to face. Their 
myths and symbols and heroes are different and yet they have much 
in common. The Yogi and the Devi are equally close to heart of 
Buddhists, Brahmins and Jains. The celestial world of apsaras, 
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gandharuas, yaksas, kinnaras and vidyadharasis equally shared by 
Buddhist, Brahmanical and Jain Ellora. What is shared absolutely 
and enthusiastically is the sport of love. At Ellora esoteric mysteries of 
the festival of love co-mingle with the longings for moksha, nirvana 
and mukti flora art has been enriched by a wealth of erotic themes. He 
whole seraglio of Indra's paradise has come down to Ellora. Celestial 
singers are dancers blessed with youth and beauty are invariably 
drawn in erotic shade. Though heavenly in origin they possess 
eloquence 10 of earthly charms. The elongated legs, the enlarged hips, 
the slender, waist and the breasts that don't droop render the 
feminine divinities with a charm that is certainly earthly. The art of 
Ellora whether Buddhist, Bramanical or Jain was shaping under a 
common canopy of tantric spell. The artists who did the job of cutting 
and painting the rocks were invariably the followers of various tantric 
cults that proliferated all over India in this period. The Tantra hovers 
over the entire early medieval Indian art. What these pleasure-loving 
sensuous figures with their wealth of hairdress, ornaments, costumes 
meant to the priests and monks who lived in these rock-cut chambers 
is a question that baffles everyone who sees them. The erotic couples, 
swinging across the firmament, do have an affinity with the romantic 
cycles of ancient Indian tales. The repertoire^i of the contemporary 
feudal princely harems and courtesans, with which the Tantric artists 
weren't unfamiliar, largely account for these erotic scenes at Ellora. 
Though the vision of Ellora art is divine, the art itself is this-worldly. 
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The fundamental tone of this art, its realism, its liveliness spring from 
motives that are absolutely this-worldly. Its spiritualism is 
mythological, its realism is human. Lilacharitra The earliest notices 
of EUora caves in Marathi literature can be traced in a thirteenth 
century Mahanubhava text Lilachraritra. According to Mahanubhava 
tradition Shri Chakradharsvami visited Ellora in A.D. 1268. He stayed 
for ten months at Elapur, as it was then called. In Lilacharitra there 
are over fifty lilas that deal vi^ ith his visit to Ellora. Among these lilas 
there are eight lilas that have a" direct bearing on the caves of Ellora. 
What follows here is a fee rendering of those eight lilas. Lilacharitra 
has two parts-Purvardha and Unarardha The Ellora lilas are found in 
the Purvardha. No. 179 Gosavi went to Elapur via Katak. He 
descended the ghat through the pathway that surmounts the 
Rajavihara cave. He stayed in Rajaviharacave for three days. On the 
bench of that cave he relaxed, he offered his prayers, had his 
mouthwash, chewed the betel leaf. Changdeobhat used to go to Elapur 
town and bring the purchased goods from the market. According to 
one text, Baisa asked Shri Chakradhar as to who made these caves. 
Sarvjna said that the caves were made by Kokas, the carpenter. No. 
180 One night Baisa had a disturbed sleep in the cave. The animals 
were heard crying, someone was heard singing lullabies. Someone was 
whispering something in someone's ears. Birds were twittering. Baisa 
heard many such sounds that disturbed hear sleep. In the morning 
Baisa asked Svami what those frightening sounds meant. Saiyajna 
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said: "Madam these are the deities of this place. They are self-willed 
spirits." Then Baisa said: "Let us make our lodging somewhere else. 
This place lightens me." Sarvajna then asked Changdeobhat to search 
out a suitable lodging place. Changdeobhat went out and found out 
the monastery called Chaturvidhi math. Then Gosavi are the 
Rajavihara cave. He reached Chaturvidhi math via Kuaumaswar, 
Chakrapani, Ekavira and Mahakala. Gosavi stayed in the Chaturvidhi 
math for ten months. No. 186 One day morning prayers were over. 
Gosavi went out for a stroll. Changdeobhat, Baisa and other devotees 
accompanied. Gosavi entered a cave and took rest in a pillared square. 
The devotees, were standing and watching a large figure on the 
opposite wall. The figure had put on a lotus- studded skirt. The 
devotees kept watching him for some time and suddenly the figure 
disappeared. The devotees asked the Gosavi about the manner. 
Sarvajna said: "This is a shadow creature. A Siddha Sanket. One who 
made the cave his shadow behind." No. 187 One day, the morning 
prayers were over. The Gosavi walked to the Manakeswar cave. There 
was rock-cut tunnel in that cave. Gosavi entered that tunnel. Baisa 
asked, what was that? Where were they going? Sarvajna said: "Don't 
get ffightened". Then he led his devotees into the tunnel. One another 
they trailed behind him. Baisa held the string of Gosavi's turban. The 
flap of Balsa's gannent was held by the devotees. Holding and 
supporting each other they kept moving. All of a sudden a floodlight 
flashed on a spot. A pot was set in the middle arid a group of men 
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sitting around it. They had covered their heads with a piece of cloth. 
Sarvajna said: "Stand still and keep quiet." Then he moved further. 
Baisa asked what sort of thing was that. Sarvajna said' that was their 
agamasama. What was agamasama, asked Baisa. "Madam, this is a 
siddha sanket". Gosavi replied and moved still further. They found the 
tunnel ushering in a cave called Salivate Lene. There was a balcony in 
that cave. Gosavi sat there; and had a foot-wash. From there they 
could see the town of Elapur. Baisa asked him, what was that town? 
"Madam, this is Elapur". Baisa was surprised. How was that possible? 
They had been walking for along time, and how could they be still in 
Elapur. Gosavi explained the matter. The entire hill was one and half 
measure of the town. Its entire mass was excavated and made hollow. 
Nobody knew its entry and exit. The man who excavated that tunnel 
and Gosavi himself knew the passage. No. 188 Once Gosavi had gone 
for a stroll. He visited a cave. Changdeobhat had gone to Katevasai. 
Changdeobhat entered a cave and saw a strange sight. Legs of one 
creature were spread along the legs of another, and face of one 
creature was turning and staring at the face of another. One was 
singing, another crying, third one swinging and singing lullabies. They 
were dead creatures, yet they looked terribly vivid and full of life. 
Changdeobhat got frightened. He traced his steps back from the cave 
and ran to the presence of the Gosavi; and narrated what he had seen. 
Sarvajna said: "Had you talked to them, they would have talked to 
you, they would have shown you the way further. Had you gone still 
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further, you would have come across things still stranger^^ than what 
you had seen." According to another text, creatures actually spoke to 
Changdeobhat. They told him that they were Vidyavanta. Thereafter 
Changdeo moved still further and visited the Saptapatala lene where 
he saw men, women, animals illuminated and lighted. No. 189 
Apadeobhat during this time had gone to a cave to wash his clothes. 
He washed his clothes, spread them for a dry up. As he was sitting in 
the cave, he saw a figure approaching him. He was a tall creature. He 
had put on the lotus-studded garment. He had a sword of gold. He 
hurled Apadeobhat on his sword. He struck him, round. Apadeobhat 
felt as if the sword was flowing through a pool of water. Apadeobhat 
experienced a continuum of pleasure. Thus he was delayed in 
reporting back to Gosavi's presence. When Apadeobhat narrated what 
he had experienced to the Gosavi, he was told that it was an affair of 
Pralhad Vidya. "Can I imbibe it? asked Apadeobhat. Gosavi moved the 
crown and said: "Not possible for you. I have it." No. 212 One day 
when Gosavi's morning prayers were over, he went for a stroll to the 
cave of Sankareswar. Baisa asked him, "Sir, why this cave has such a 
large entrance gate?" Sarvajna said: "The food-offerings for this deity 
are brought on the back of an elephant." No. 214 One day Gosavi 
went to Manakesvar cave, squatted in the square. Then went to the 
tunnel. Sarvajna said: vocal and instrumental music as well as the 
dance of this place have been stolen. Then showed the tunnel. 
Kathakalpataru The earliest Marathi version of the legend that 
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narrates the story of the excavation of the Kailasa cave is found in the 
Kathakalpataru of Krishna Yajnavalki (circa 1470-1535 A.D.). The 
Kathakalpataru contains a canto that begins with the title 
Vidyadharkatha and ends with the terminal legend Vidyadhara 
Parampara. Vidyadharakatha story of Kathakalpataru may be 
summed up as follows: In the Dakshina Desha, there was a Brahmin 
merchant Dhaneshvara living in the town of Ritpur. He had a son 
named Vidyadhara. After the death of Dhaneshvara, Vidyadhara took 
over the charge of his father's profession. While scrutinizing the family 
papers, he chanced to see a paper that was his own horoscope. The 
horoscope contained a frightful prediction that Vidyadhara will 
commit a three- fold sin of cohabiting with his own mother, drinking 
liquor and killing of a Brahmin. Apprehension of such sinful course of 
life made him leave his home. He went into wilderness. Vidyadhara, 
however, could not escape the sinfuP^ cycle predicted in his 
horoscope. He committed all the three sins, and then died. In his next 
birth, he was born in the princely family of Alajpur. He was named 
Yelurai. He married a princess named Manikavati. Yelurai lived 
happily with her for some time. But the sinful fruit of his earlier birth 
visited him and he was affected with a strange disease. His body was 
infested with worms in the night, while he was free from that infection 
in the daytime. Once Yelurai, accompanied by his queen Manikavati 
visited the holy shrine of Ghrsneshvara. The queen had prayed at the 
Jyotirlinga shrine for the health of her husband. She had prayed the 
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lord Shiva and took a vow that if her husband was cured of his 
disease, she would build a Shivalaya and would not take -her food 
unless she saw the pinnacle of that shrine. While Manikavati was 
making this prayer and vow at the Ghrsneshvara shrine, Yelurai had 
gone to the forest of Mahismal for hunting. In the forest of Mahismal, 
Yelurai happened to take a bath in the spring water and to his 
surprise he found himself cured of the strange disease. Yelurai and 
Manikavati were relieved of the nocturnal distress^'^. Manikavati then 
told Yelurai about her prayer and vow. Rest of the story centres round 
the excavation of the Manakeshvara cave of Ellora that need to be 
cited in Krishna Yajnavalki's words: Queen said my lord: I have 
evoked the lord Rudra That if your body would regain health I shall 
erect a Shiva shrine and would not touch a morsel of food and a drop 
of water before seeing the crowning summit of the shrine For your 
sake I have pledged this bond and vow in my prayer to the Lord Shiva. 
(11.15. 103-4) Yelurai felt deeply grateful to the Ghrsneshvara but he 
was in a quandary over the queen's vow. How to erect a Shiva shrine 
in a shortest possible time so that his queen could take her food, was 
an agonizing problem. A craftsman named Kokas from Paithan 
however rescued Yelurai from his anguish. How the job was done is 
told by Krishna Yanjavalki: The king then sent for Kokas Vadhai the 
carver from Paithan He lived a pious life He would not take his food 
without taking a dip in Godavari He was the Vishvakarma incarnate 
destined to make a Shiva shrine King's minister was commissioned to 
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bring Kokas from Paithan. Kokas was brought to he royal prince. He 
was accompanied by seven thousand artisans.The King explained to 
the architects his predicament on account of Manikavati's vow. Some 
of the architects asked for sixteen months time to do the job. The king 
sighed a breath of anxiety. Kokas however assured him that within 
seven days he would make it possible for Manakavati to see the 
summit of the shrine. Then taking leave of the king, Koka proceeded 
to carve the mountain and before the sun rose on the he morning of 
the seventh day, showed the rock- cut tower of the shrine to the 
queen. Manikavati saw the tower and then took her food. Kokas thus 
carved out in the topsy-turvy style, the shrine which was named 
Mankeshvara. He carved many other caves. Thus a beautiful 
settlement was raised by Yelurai. It came to be named Yelura. This is 
the last chapter of the Sahyadri Khand of Markandeya Purana. This 
legend from the Markandeya Purana's Sahyadri Khand reappears in 
the nineteenth century Marathi work Verula Mahatmya. Kokas Vadhai 
of Lilacharitra and Kathakalpataru is a legendary figure of Indian 
literature whom we meet in Vasudevahindi, Brhathatha 
shlokasangraha, Avashvakachumi, Avashyaka Vritti and other Jain 
texts. The first epigraphic note of Kokas can be traced in a Central 
Indian inscription of 1155 A.D. In the Mahanubhava text Srikrishna 
Charitra, Kokas is identified with Margajasura, a demon killed by 
Crishna. Margajasura had a find name Drumil, who was credited to 
have excavated an underground settlement in the EUora caves. 
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Jnaneshvari Jnaneshvara, another thirteenth century Maharashtrian 
saint in his works Amritanubhava and Bhavarthadipika has obliquely 
hinted at the inner similarity between the rock-cut caves of Ellora and 
the inner spiritual experience of a devotee R.C. Dhere and M.N. 
Deshpande in their writings of the sixties brought this fact to the 
notice of the Marathi scholarly circle. Though there is no direct 
reference to the Ellora caves in the works of Jnaneshvara, there has 
argued, the image of Ellora's Kailasa, then known as Manakesvar lene, 
was very much impressed in Jnaneshvara's description of 
Gitaratnaprasada in the eighteenth chapter of Jnanesvari. Instead of 
substantiating Dhere's argument, it will be more worthwhile to render 
a free but faithful translation of the relevant portions from the 
eighteenth chapter of Jnaneshvari. Here is that textual part of 
Jnaneshvari which contains the earliest poetic allusion to the rockcut 
Kailasa cave of Ellora, in Marathi. 
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Buddhism is said to have been introduced into China from 
India in the region of the Emperor Ming Ti, A.D. 58-76, of the 
Eastern Han dynasty. It was fundamentally and initially a 
religion of meditating training, charity ^ gentle words, 
benevolence and common benefit, though in China it has 
gradually undergone considerable modification. 
The art of sculpture in China is basically religious in 
inspiration and in content. The finest examples of Chinese 
sculpture essentially^ stem from at tempts to embody in concrete 
from the intangible qualities of great deities in religions. There is 
very little of secular sculpture per se at least m the early 
periods. Indeed, the history of Chinese sculpture is closely 
related to the history of Buddhism, a religion that is noted for its 
infinite compassion and finite demand for icons, specially in its 
later phases . It is, therefore, no accident that the acknowledged 
great periods of Chinese sculpture by and large coincide^ with 
the efflorescence of Buddhism on the Chinese soil and since 
Buddhism was an imported religion, the art of sculpture under 
its inspiration reflects more clearly than any other ar ts , the 
direct influence of foreign styles. 
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Though Buddhism entered China in the 1st century A.D., 
between 58 and 76 A.D., as we have already mentioned, i.e., in 
the later years of the Han dynasty, it was not until the 4th 
century that Buddhist images appeared in any considerable 
number. 
Although it is believed that the earliest Buddhist sculpture 
in China of the Six Dynasties period (c. 220-589 A.D.) was based 
on Indian models, an examination of the actual monuments of 
the 5th-6th centuries indicates that the proto-types were not 
truly Indian but definitely provincial styles of Indian sculpture 
that had followed Buddhism to Central Asia. In the case of the 
earliest s ta tues at Tun-hung and Yun-Kang, there is good reason 
to suspect the actual participation of workmen from Turkestan 
in the fashioning of these first Buddhist icons in the Far Eas t . l 
At best, the early style of the available first icons can be called 
archaic, though this term cannot be applied to the whole of the 
period from the 3rd to the 6th century A.D. The earliest known 
dated image bearing a date 338 A.D.2 >n this initial phase of 
Buddhist art in China is a small seated bronze figure now in the 
Avery Brundage Collection. However, this so-called archiac 
phase of the style may be pushed back further in the example of 
the typical figure of Maiteya from Mathura3 datable in the late 
3rd to early 4th century AJ) that bears unmistakable Kusana 
traits. This standing figure of Maitreya shown with the early 
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feature; of protuberance over the head in taken of the sunrise. 
The figure with characteristic formality shows the abhaya mudra 
in the right hand while the left holds a vase. It is rigid in its 
drapery and dependent on the rule of symmetry^ as in the early 
Indian prescriptions. 
The adaptat ion of Gupta idiom is confirmed in a bronze 
standing figure of Buddha which still retaining the earlier type of 
protuberance on head has a double-petalled lotus, mahambuja, 
at the pedestal as the seat and shows the civara worn almost 
covering the upper body wrapping the smntiders and coming 
down upto the ankles, with the right hand in abhaya and the left 
slantingly is wing the varada. The left palm seems to be marked 
by a small pellet that gradually developed s» India into a cakra. 
The face characteristically bears signs of a benign smile. The 
figures is dated 43 A.D. These early features are taken down well 
into the late 4th century A.D. or further. During this late period 
a seated Buddha, damaged at the hands , from Mai-chi-shan, of 
the Northern Wei Dynasty' has an elongated face and some kind 
of protuberance on the head, though above the brushed up hair, 
and stylized lines to show the flowing lower garment. The halo 
here, though the mature already started being shown, is 
continued with somewhat ornate elements. A standing figure 
with the right hand in Abhaya and an expression of compassion, 
from Yun Kang, cave 19, typifies we evolution in style tha t shows 
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more close adaptat ion of the Gupta idol. The figure is assignable 
Between 460 and 480 A.D.7. As in this case, making recesses 
into the sandstone cliffs, the sculptors literally hacked out 
gigantic^ images in the deep-cut caverns. Here the earlier caves, 
like Cave 20, shou^ a mixture of stylistic elements: Central Asian 
basically, with traces of Gandharan and Chinese. This hybrid 
style is evident earlier in the bronze dated 338 A.D. already 
noticed. The execution stiff, frontal and hieratic with a strong 
linear t reatment in drapery folds. The gradual modification of 
this hybrid formula can be traced throughout the span of Yiin-
kang, and the slimmer models of Cave 5 also show this process. 
But it was not until the shift of the Wei capital south to Loyang 
in 494 that new style emerged with a mark of great vigor. 
The well-known figures of Sakyamuni and Prabhutara tna8 
shown as though in a dialogue, dated 513 A.D. reserved in the 
Musee Guimet, Paris, reveals the continuation of the adapted 
Gupta style. It has a flaming leaf-shaped halo each. An echo, 
however, of the Gandhara style is very clearly evident in this 
sixth century work. And the frontality and conventionalized 
nature of draper in the seated Buddha figure of 338 A.D. are 
maintained to some extent in later bronzes like this one, though 
the Chinese sculptor developed over these early trai ts , a fluidity 
and gracefulness in keeping with the improvements tha t went on 
in the Buddha images of later years. The sixth century piece 
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deals with the dialogue between the Buddha of the Present and 
the Buddha of the distant past, typifying theologically the 
complexity that had taken place in the mean time through the 
appearance of Mahayana Buddhism. The style is correspondingly 
sophisticated evoking the sense of non-physical spiritual realm 
so appropriate to the great event. In the physical form, the 
drapery cascades over the throne end in sharp-edged points 
which became characteristic in the mature Six Dynasties style. 
And not only aesthetically but historically as well, these two 
figures hi bronze in one composition are greatly important. In 
style, they prove in all probability that these small portable 
s ta tues were imported into China or at least copied and taken 
into China, by the Buddhist pilgrims like Hiuen-Tsiang or any 
other, and they served as models for early portrai ts of the 
Buddha in meditation pose. The flaming pat tern of the back-
piece signifies the burning (strong) appeal of the Sermon 
preached by the Buddha while the immediate halo is a simple 
circle in two sets. 
The Tartar tribes, mentioned above, took the Chinese name 
"Wei" for their dynastic title and exploited the new faith as a 
means for extending their control over the northern regions of 
China. This made it convenient to the term 'Northern Wei' to 
denote the Six Dynasties sculptural style. 
162 
The latter half of the 6th century A.D. is sometimes 
referred to as a ' transition' period, indicating again the shift 
from the 'archaic' linear handling to the 'full-bodied' T'ang style 
that beings in the 7th century AD. The cause for this shift 
appears to be more closely related to another wave of influence 
from India, notably^ in the fully developed Gupta style. 
The full adoption of the Kusana-Gupta style and the Gupta 
idiom became manifest in almost all IP reduction of the Buddha 
figures that followed from after the first quarter of the sixth 
century A.D. A headless figure of Sakyamuni, dated 529 A.D. 
under the Liang dynasty, unearthed at the former "Wan-foss" 
temple, Cheng-tu, Szechuan Province, though with hands 
broken, appears almost as a of a Gupta image with the civara 
covering the body including both shoulders and upto the in the 
manner of a d iaphanous apparel ending in small wavy pleats 
covering the fleshy and shoulder. The garment is indicated by 
lines chiselled on the red sandstone piece being by done by an 
expert artist . 
The adoption of the Gupta style was discernible perceptibly 
in the Eastern Wei products throughout. Dated 536 A.D., a 
standing bronze figure 11 of Buddha Sakyamuni on a lotus and 
against a leaf-shaped show a continuity of the features noted 
already in Fig. 7 deleting Sakyamuni and a in a dialogue, dated 
518 A.D. The figure of date 536 A.D. also shows the Chinese of" 
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marked wavy pat terns on the garment and the symmetrically 
spread out cone-shaped of the apparel at the lowermost ends, 
though retaining the feature of the covering of the entire is in 
the Gupta and the squarish face as in the Kusana. The flaming 
border design at the back -piece noticed in the dialogue scene of 
518 A.D. continues in another piece of the Eastern Wei 537 now 
in the Cleveland Museum 12 showing Sakyamuni attended by 
Ananda and Kasyapa, the latter being highly mutilated. The 
inner halo with floral design in a band and the still inner halo 
against the head in a beautiful lotus design surrounded by hnes 
of circles, a mix of Gupta and China's own features, shows a 
developed feature of a knot near the navel that continued to the 
end of the century'. The hand-poses here remain the same, 
abhaya (broken) and varada, and the end of garment as ankle in 
pleated wavy pat tern, the Kusana element being expressed in all 
three faces in their formations. In another Eastern Wei stone 
figure carved against a stele with flaming bonder produced at 
Honan presumably between 534 and 550 in Eastern Wei style, 
shows the knot at the breast and instead of the pleats at end 
below, has wavy marks to indicate the cloth, though at a higher 
level, the facial feature and the expression^ remaining the same 
as in the piece discussed jus t preceding. 
The s ta tues so brought into China in the mid-seventh 
century A.D. are described in the Hsi Yii Chi as follows : 
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A gold image of Buddha ht. 1ft.5in, which reproduced the 
image of the shadow of the Buddha left in the Dragon Cave of 
the Pragbodhi Mt. at Magadha. 
> A gold image of Buddha ht. 3ft. 3m., depicting the Master 
as of the 'First turning of the Law' in the Deer Park at 
Sarnath . 
> An image of Buddha carved in sandalwood, ht. 1ft. 5m., 
which reproduced the image of Tathagata made by king 
Udayana of Kaushambi. 
> An image of Buddha carved in sandalwood, 2ft. 9m., which 
reproduced the image of Tathagata coming down from the 
palace of devas on the precious stairs , in the kingdom of 
Kapitha. 
> A silver image of Buddha, ht. 4ft., tha t reproduced the 
image of the event of delivering the Lotus of the God Law 
(Lotus Sutra) and other su t ras , on the Grdhrakuta 
mountain (the "Vutture Peak" ml.) in Magadha. 
> A gold image of Buddha, ht. 3ft. Sin, reproducing the image 
left, of the shadow of Tathagata, when he subdued the 
poisonous naga in the kingdom of Nagarahara. An image of 
Buddha carved in sandalwood, 1ft. 3in., reproducing the 
image of Tathagata making his preaching tour in the 
capital city of Vaishali. 
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The above-noted seven s tatues of which Hsiuan Tsiang 
brought copies to China seem to have formed par ts of a s tandard 
set of images well-known throughout the Buddhist world. They 
were originally erected at important places of pilgrimage in 
central and northern India and copies of them mus t have been 
made in large numbers , both in painting and in sculpture. 
Reproduction of them may also be seen on temple-hangings from 
Tun-huang, as seen in the Pelliot Collection in Musee Guimet, 
Paris and in the Stein Collection in the British Museum. With a 
great iconographic interest these exercised a certain stylistic 
influence serving as models in iconographic details. This is 
mostly evident in the strong mannerisms in the t reatment of the 
draperies. 
The art of Korea, specially its Buddhist art, bears traces of 
Indian idioms in so far as they assimilated it through Chinese 
art. In concepts and forms, it is clearly Indian in essence, 
though in most instances it reveals Chinese trai ts and Korean 
innovations. The bronze coins of the shape of knife used in the 
Chinese States of Yen Ch'i found in abundance in the 
mountainous areas near the Yalu River, came into Korea before 
the Han dynasty, and considered as the earliest evidence of 
Chinese penetration into Korea. Towards the end of the Warring 
States of China, a person called Wei-man (Woman) migrated to 
Korea and organised a State called after his own name. Probably 
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Korean history commences at this point. This state Koguryo, 
located very closely to China, received very early cultural 
influences from the mainland of China and was the first to be 
organised into a political unit, with its first Capital near Huan-
jen. In the third century, the Capital was moved to T'ung Kou, 
east of Huan-jen, on the Yalu river, and eventually to P'yongyang 
from the early par t of tin; fifth century to the middle of the 
seventh century, corresponding to the periods of the Sixth 
Dynasties and T'ang, in China. It is significant that Buddhism 
was introduced to Korea in about 372 A.D. by the Koguryo, and 
that in China also, the greatest efflorescence of Buddhist art and 
culture took place in the T'ang period which immediately 
followed, and therefore, imbibed Buddhism from, Ibe "golden 
period' of art in India under the Guptas. 
It is important to note that the wall-paintings of the 
Koguryo tombs in T'ung Kou, and near Pyongyang, represent the 
locally tinged scenes of mounted horse-men hunt ing tiger and 
deer against mountainous backgrounds, though far away from 
the delicate delineations at Ajanta, in style, theme and effects. 
This must have been inspired at least as a demand for artistic 
expression, percolated through the t rends in T'ang China, and 
ultimately from Indian creative efforts. Of the Koguryo period a 
bronze Boddhisattva, assignable^ to c. 2nd half of the 6th 
century A.D. exhibits a head-dress with three knotted 
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projections special to the period in Korean art tradition. The 
garment loosely taken over the body and having flowing flaps of 
ends lower below typifies the idiom noticed in the period. The 
squarish and slightly elongated facial contour further carries the 
tradition to a consummation. The figure, more probably 
representing Sakyamuni, shows the abhaya we right hand, with 
the left marking varada with the index and the middle fingers 
opened up which further, is typical of most South East Asian 
figures. He s tands on a lotus marking the divinity m the entity. 
It was left, however, to, Paekche, one of the Three 
Kingdoms, to lay the foundation of Korean Bazation on solid 
grounds based on Buddhism. Groups of ar t is ts , scholars and 
priests brought in 5ft. Japan , traits of an advanced civilization 
during the regime, soon after Japan through religious envoys 
received Indian inspiration, which was ultimately traceable to 
Chinese sources. Thus Paekche sloped commendable Buddhist 
art in form and concepts palpably great, as it was based on 
Chinese prototypes which in turn derived its inspiration from the 
vast store-house of Indian Buddhist iconography. 
Indian sculptural art as models for Korean art can be 
found accepted through channels other than Buddhism, though 
not so very abundantly. This is apparent in both form and 
theme. In a stone sculpture in relief, during the same prolific 
period of the United Silla Kingdom, mid-8th century, nave thus a 
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figure representing Sakra Devanam Indra, known in Korea as 
Che Suk Chun, located at the same Mt. Toham. This is one of 
the figures that flank at the right, the stone figure of Suk Ka Yo 
Rai, noticed above. The figure formally bears that roundish facial 
and bodily make-up that is so characteristic of affluent and 
prosperous T'ang China yet with its restrained fleshiness so near 
to Gupta in India. With Gupta idiom of delicate fingers it holds 
chauriin the right hand, with the left having a vajra on the palm. 
The horse-shoe-shaped halo with a beaded border outside brings 
it nearer the convention followed in the Pala art in India. He has 
a designed and intricately ornamented crown (kirita) kundala 
(ear-ornaments) hanging from the ears; and a tight-fitting over-
coat,—a sort of mail-coat keeping with his Vedic conception of 
the deity as the Chief Fighter (against Asuras). 
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As the beliefs concerning the Buddha do not form part of our 
cultural heritage, they are anything but obvious to most people, and 
require careful explanation. The Buddha can be considered from three 
points of view: 
As a human being 
As a spiritual principle 
As something in between the two 
As a human being, the Buddha Gautama lived probably 
between 560 and 480 B.C. in the north-east of India. The historical 
facts of his life cannot be isolated from the legend which all Buddhists 
accept. The existence of Gautama, or Shakyamuni (The sage from the 
tribe of the Shakyas), as an individual is, in any case, a matte of little 
importance to Buddhist faith. The Buddha is a type that has been 
embodied in this individual - and it is the type which interests the 
religious life. While it is possible, though by no means certain, that 
ordinary believers may have thought sometimes of the Buddha as a 
personal being, the official Buddhist theology does nothing to 
encourage such a belief. In the official theory, the Buddha, "the 
Enlightened," is a kind of archetype which manifest itself in the world 
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at different periods in different personalities, whose individual 
particularities are of no account what so ever. 
It is obvious to Buddhists, who believe in re-incarnation, that 
Gautama did not come into the world for the first time at 560 B.C. He 
had, like everyone else, undergone many births, had experienced the 
world as an animal, as a man, as a god. During his many rebirths, he 
would have shared the common fate of all that lives. A spiritual 
perfection like that of a Buddha cannot be the result of just not life. It 
must mature slowly throughout the ages. His had been a long journey 
of a length which staggers the imagination. It took slightly more than 
three immense aeons (kalpas, see p 49) according to the usual 
reckoning. In terms of years that would be about 3x10, years, or at 
least some number of that order of magnitude. During all that time, 
the future Buddha practiced all virtues in all possible ways. The 
earth-witnessing posture of so many Buddha statues symbolizes the 
Buddha's long preparation for Buddhahood. The legend tells us of 
Shakyamuni's struggle with Mara, the Evil One, the Lord of this 
world, just before his enlightenment. Shakyamuni tells Mara that he 
has proved his contempt for worldly power and grandeur when he 
sacrificed wealth, limbs and life so many times in so many lives. He 
points to the earth as his witness, and the deity of the earth rises out 
of the ground, to confirm his statement. She also bore witness to the 
fact that Sakyamuni had fulfilled the complete discipline and duty of 
a Bodhisattva. This parable hides a deep spiritual truth. Mara, who 
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corresponds to Satan, is a Lord of this world and of this earth. He 
claims therefore that the Bodhisattva, representing that which is 
beyond this world and irredeemably hostile to it, has no right even to 
the piece of ground on which he is seated in meditation. The 
Bodhisattva, on the other hand, claims that through his innumerable 
deeds of self-sacrifice in his former lives, he has won a right to this 
little bit of earth. 
If the doctrine of the Buddha had been just the saying of some 
person or individual, it would lack in compelling authority. As a 
matter of fact, it emanated fro the spiritual principle, from the 
Buddha-nature, which lay hidden in that individual Shakyamuni, and 
which as we might say 'inspired' him to understand and to teach the 
truth. When the Buddhists consider the Buddha as a spiritual 
principal, they call him the Tathagata, or speak of his Dharma-body. 
The original meaning of the word Tathagata' is no longer known. 
Later commentaries explain the term as composed of the two words 
Tatha', Thus', and the past participle 'agata', or 'gata,' 'gone.' In other 
words, the Tathagata is one who has come or gone 'thus' i.e. as the 
other Tathagatas have come or gone. This explanation stresses the 
fact that the 'historical Buddha' is not an isolated phenomenon, but 
that he is just one in an endless series of innumerable Tathagatas, 
who appear throughout the ages in the world and always proclaim the 
same doctrine. The Tathagata is, therefore, essentially one of a group. 
Sets of seven, or twenty-four, or a thousand, Tathagatas were 
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particularly popular. In Sanchi and Bharhut, for instance, the seven 
Tathagatas, i.e. Sakyamuni and his six predecessors, are represented 
in art by the seven stupas which contained their relics, or by the 
seven trees under which they won enlightenment^. In Gandhara, 
Mathura and Ajanta, the seven Buddhas are shown in human form, 
one practically undistinguishable from the other. 
We must now consider the Buddha in his glorified body. When 
he walked about as a human being, Shakyamuni naturally looked like 
any other human being. But this ordinary human body of the Buddha 
was nothing but a kind of outer layer which both enveloped and hid 
his true personality and which was quite accidental and almost 
negligible2. It was not at all an adequate expression of the Buddha's 
own being. Hidden behind this outer shell was another kind of body, 
different in many ways from that of ordinary mortals, which could be 
seen only with the eye of faith. The Buddhists variously called it, 'the 
enjoyment body', 'the unadulterated body', 'the body which express 
the Buddha's own true nature.' A list of 32 marks of a superman,' 
often supplemented by a list of 80 'subsidiary marks', described the 
most salient features of the Buddha's glorious body'. The list of 32 
marks is common to al schools, and it must be fairly old. The 
paintings and statues of the Buddha which we find in Buddhist art, 
never depicted the human body visible to all, but they always try to 
represent the 'glorious body' of the Buddha. 
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For from being invented only in the later stages of Buddhist 
history, the idea that various signs on the body, known only to the 
wise, indicate a person's destiny, stature, and future, is very much 
older than Buddhism itself. The 32 signs of the superman are derived 
from a pre-Buddhist manual of astrology. The Buddha's glorious body 
did not suffer from the physical imitations of an ordinary body. It can 
move about in a space which is not bigger than a mustard grain, and, 
on one occasion, the Buddha rose in three steps to the heaven of 
Indra, which is very distant indeed. 
It would lead us too far to discuss all the traditional signs of a 
superman in details, although an understanding of Buddhist art is 
quite impossible without a thorough acquaintance^ with them. The 
Buddha's 'glorious body' was 18 feet high, and many of the statues of 
the Buddha have attained that height. The body was golden in color. 
"Between the Lord's eyebrows there was a woolly curl (Urna), soft like 
cotton, and similar to a jasmine flower, to the moon, to a conch-shell, 
to the filament of a lotus, to cow's milk, to a hoar-frost blossom". 
Many-colored light radiates from this hair-tuft, which is as white as 
snow or silver. Sculptures usually represent the Urna by a simple dot 
or by a jewel. In the later stages of Buddhism the Tantra, under the 
influence of Shivaism, interpreted the Urna as a third eye, the 'eye of 
wisdom'. We have here to deal with a tradition which owes much to 
Yoga practices. It is usual for Yogis to concentrate on an invisible 
centre above and between the eyebrows, and the Yoga doctrine has 
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always assumed that some centre of psychic or spiritual force is 
located in that part of the forehead. 
Two other features of the Buddha's 'glorious body' are 
particularly conspicuous and important. There is the Ushnisha, 
Literally, turban, a kind of cowl on the head, which is shown on 
status as a growth or protuberance on the top of the head. It is round 
in Gandhara, conic in Cambodia, pointed in Siam and on Bengal 
miniatures of the 11 ^ ^ century, and of the shape of a flame in Laos. In 
addition, light emanates incessantly^ from the Buddha's body. Rays of 
light issue from him and illuminate a vast space. "Around the body of 
the Buddha there is always a light, a fathom^ wide, on all sides, which 
shines constantly day and night, as brilliantly as a thousand suns, 
and resembling a mountain of jewels in movement. According to 
common Indian tradition a kind of fiery energy radiates from the 
bodies of great men, and the habit of mediation increases it. Very 
often this magical power is represented by flames which emanate^ 
from a halo round the figure of the Buddha, and sometimes from his 
shoulders. In Java, the small flames which issue from the halo behind 
Buddha statues are in the shape of the sacred syllable OM, i.e. in the 
shape of an inverted question mark with a spiral tail. Round the head 
of the Buddha there is a nimbus which signifies divinity and sanctity. 
In the art of Gandhara the nimbus is also given to Gods and Kings, 
and Christian art adopted this symbol in the 4^ ^ Century. 
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Whenever the word Buddha is used in the Buddhist tradition, 
one has this three-fold aspect of the Buddha in view. To the Christian 
and agnostic historian, only the human Buddha is real and the 
spiritual and the magical Buddha are to him nothing but factions. 
The perspective of the believer is quite different. The Buddha nature 
and the Buddha's glorious body' stand out most clearly, and the 
Buddha's human body and historical existence appear like a few rags 
thrown over this spiritual glory. 
The early phase of Buddhist art manifests an opposition 
between impersonal symbols on one hand, and on the other hand 
narrative legends that abound in figures and are full of vitality. The 
Buddha figure did not develop until the next phase-probably in the pt 
century A.D., after the Mahayana doctrine, following upon earlier 
tendencies had brought about a new concept of the Buddha. He was 
now seen as the embodiment of an absolute world principles, a 
personification'^ of the highest truth, wisdom and goodness. I 
connection with this outlook there developed a desire to behold and 
revere his sacred person, and to show pious devotion [bhaktij to him 
as the merciful redeemer. This step, which was of decisive importance 
of the whole subsequent development of Buddhist art in all parts of 
Asia, was taken more or less simultaneously in two places; in Mathrua 
(situate) on the river Jamma, a little south of Delhi) and in Gandhara, 
in the north-western most part of India (now belonging partly to 
Pakistan and partly to Afghanistan). This we during the first half o the 
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2"d century A.D., at that time some of the most important sutras 
Mahayana appeared, on which the subsequent history of Buddhism 
was based and in which the new concept of the Buddha was already 
fully developed. Whether Mathura or Gandhara came first is a 
question that scholars have debated for May years. Today is seems as 
though Mathura was ahead by a few decades, but the issue has lost 
much of its significance in view of the small difference in time 
involved. Of greater importance than the actual chronological^ 
sequence is the fact that the Buddhist art of Mathura developed on 
Ancient Indian foundations, whereas Gandhara art was almost 
exclusively inspired by foreign models, especially those of Late 
Antiquity'3. 
The image of Buddha, who was called The Greatest Yogin of all 
Times, expresses serene quiescence. The harmony of his physical 
proportions is the expression of great beauty. The required 
measurements are laid down in the canon (or standard pattern) of 
Buddhist art, which corresponds to ideal physical proportions. The 
span is the basic measure, i.e. the distance from the tip of the middle 
finger to the tip of the thumb of the outspread hand. This distance 
corresponds to the space between the dimple in the chin and the hair-
line. Each span has twelve finger-breadths. The whole figure measures 
108 finger-breadths or 9 spans corresponding to the macro-micro-
cosmic harmony measurements. 
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The perfect proportions of a Buddha, the graciousness of his 
physical form, represent one of the ten qualities or powers of a 
Buddha. They are the characteristics of the physical harmony and 
beauty of a Great Being, and are described in Story of the Life of 
Buddha Shakyamuni, There are thirty-two major and eighty minor 
characteristics. The lines of the eight-spoked on the soles and palms 
of a Buddha are among them. The appearance and the measurements 
of a Buddha are perishable and a worldly conception: they describe the 
ideal picture of a Heavenly Body. They are not subject to change like 
growth, sickness and death, which can only affect the earthly 
incarnation of a Buddha. 
Examining the canon of the body of a Buddha, one realises that 
every detail represents harmonious proportions. Everything, the spot 
between the eyebrows, marking the eye of wisdom, as well as the tip of 
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the nose, has its own special place. The nose has its specific length, 
just as the ears have their own characteristically exaggerated length. 
The symbol of a Buddha's greatest enlightenment is the so-called 
enlightenment-elevation on the top of the head, described in old texts 
as that which emerges out of the head of an enlightened saint. It is the 
visible symbol of the spiritual generative power that strives towards 
heaven and passes into the immaterial sphere. 
The ideal proportions of any image of the Buddha are described 
in books on iconography. The canonic prototype shows the seated 
Buddha with his legs crossed and the soles of his feet visible. This 
yoga-posture has a pre-Buddhist tradition in India, appearing for the 
first time on the seals of Mohenjodaro in the third millennium BC. 
This yoga-posture hides the lower part of the body. The broad 
shoulders are emphasised in early Buddhist sculptures of Mathura. 
These characteristics, and the slightly almond eye of Buddha 
Sakyamuni, hint at his descent from the Licchavi clan, related to the 
Proto-Tibetans by kinship and blood. Before the final domination of the 
Indo-Europeans, these Licchavis ruled in northern India and the 
Himalayan regions. Their principalities had democratic constitutions 
with equal rights and no discrimination of sex or race. Buddhism and 
its founder must be considered on the basis of this social structure 
which is confirmed in the oldest texts as well as in the modern Oxford 
History of India. 
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Ushnisha, the Enlightenment Elevation above the fontanelle; is 
the flame-topped elevation on the head of the Buddha, defined as that 
which emerges from the head of a Fully Enlightened One. 
Urna, the mark in the centre of the forehead, called the Eye of 
Wisdom, also depicted as a Bundle of Rays or fine hairs between the 
eyebrows. 
The lower part of the body is covered by the Diamond-Seat 
(Vajrasana). This is the meditation pose (Dhayanasana) of utmost 
concentration with the legs crossed so that the soles are visible. 
The Enlightenment-Centre, the Top of the Head or fontanelle above the 
upper cerebrum, called Sphere of the Thousand-petalled Lotus 
ISAHASHRARA-CAKRA). 
The cerebral centre of thinking and conscious-power, called 
Command-Centre (AJNA-CAKRA), the forehead between the eyebrows; 
ascribed to lotus-centre. 
The guttural centre or subtle Sphere of Speech (VISHUDDHA-CAKRA) 
at the base of the throat. 
The cardiac plexus, the emotional Sphere of the Inner Voice 
(ANAHATA-CAKRA), called the Source of the Heart, situated in the central 
region of the thorax or chest. 
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The solar plexus with the gastric plexus, called 'the brain of the belly', 
Fiery-lustrous or Navel-Centre (MANIPURA- CAKRA) in the region of the 
loins and connected with the lumbar plexus. 
The sacral plexus, called Root-Centre (MULADHARA-CAKRA) or Secret 
Place, being the root of all streams of vita energy (NADIS) in the region of 
the rump-bone or sacrum. 
The human body is the receptacle of the power of thinking 
described as a bundle of energy and pervaded by the so-called breath 
of life flowing in subtle streams throughout the body. 
There are 32 main characteristics 
He has feet with a level sole (Pali: supati thapado). Note: "feet 
with level tread, so that he places his foot evenly on the ground, lifts it 
evenly, and touches the ground evenly with the entire sole." 
(Lakkhana Sutta) 
1. He has the mark of a thousand-spoked wheel on the soles of 
his feet (Pali: hethapadatale.su cakkanijatani). 
2. He has projecting heels (Pali: ayatapa ni). 
3. He has long fmgers and toes (Pali: digha nguli). 
4. His hands and feet are soft-skinned (Pali: mudutalahalhapado). 
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6. He has netlike lines on palms and soles 
(Pali:jalahathapado). 
7. He has high raised ankles (Pali: ussa nkhapado). 
8. He has taut calf muscles like an antelope (Pali: e nimigasadisaja 
ngho). 
9. He can touch his knees with the palms of his hands without 
bending. (Pali: thitakova anonamanto). 
10. His sexual organs are concealed in a sheath (Pali: 
kosohitauatguyho). 
11. His skin is the color of gold (Pali: suva n nova no}. "His body is 
more beautiful than all the gods." (Lakkhana sutta) 
12. His skin is so fine that no dust can attach to it (Pali: 
sukhumacchavi). 
13. His body hair are separate with one hair per pore (Pali: 
ekekalomo). 
14. His body hair are blue-black, the color of collyrium, and curls 
clockwise in rings. (Pali: uddhagalomo). 
15. He has an upright stance like that of brahma [Pediibrahmujugatto). 
16. He has the seven convexities of the flesh (Pali: satusado). 
Note: "the seven convex surfaces, on both hands, both feet, 
both shoulders, and his trunk." (Lakkhana Sutta) 
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17. He has an immense torso, like that of a lion (Pali: sihapuba 
dhakayo). 
18. The furrow between his shoulders is filled in (Pali: pitantara 
mso). 
19. The distance from hand-to-hand and head-to-toe is equal (Pali: 
nigrodhaparima ndalo). Note: incidentally, these are also the 
ideal proportions according to Leonardo Da Vinci's Vitruvian 
Man. 
20. He has a round and smooth neck (Pali: samva d dakhando). 
21. He has sensitive taste-buds (Pali: rasagasagi). 
22. His jaw is like that of lion's (Pali: sihahanu). 
23. He has a nice smile 
24. His teeth are evenly spaced (Pali: samadanlo). 
25. His teeth are without gaps in-between (Pali: avira ladanto). 
26. His teeth are quite white (Pali: sukadanto). 
27. He has a large, long tongue (Pali: pahutajiuho). 
28. He has a voice like that of Brahma (Pali: brahmasaro hiravikabka 
ni). 
29. He has very blue eyes (Pali: abhi nila netto). Note 1: "very (abhi) 
blue (nila) eyes (netto)" is the literal translation. Nila is the word 
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used to describe a sapphire and the color of the sea, but also 
the color of a rain cloud. It also defines the color of 
the Hindu God Krishna. Note 2: "His lashes are like a cow's; his 
eyes are blue. Those who know such things declare. 'A child 
which such fine eyes, will be one who's looked upon with joy. If 
a layman, thus he'll be. Pleasing to the sight of all. If ascetic he 
becomes. Then loved as healer of folk's woes. (Lakkhana Sutta) 
30. He has eyelashes like an ox (Pali: gopa mukho). 
31. He has a white soft wisp of hair in the center of the brow 
(Pali: una lomabhamukantare jata). Note: this became the 
symbolic urna. 
32. His head is like a royal turban (Pali: u nohisiso). Note that this 
denotes his cranial protrusion, visible on Buddhist iconography. 
The 80 secondary characteristics 
Prince Slddhartha Gautama as a bodhisattva, before becoming a 
Buddha. 
1. He has beautiful fingers and toes. 
2. He has well-proportioned fingers and toes. 
3. He has tube-shaped fingers and toes. 
4. His fingernails and toenails have a rosy tint. 
5. His fingernails and toenails are slightly upturned at the tip. 
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6. His fingernails and toenails are smooth and rounded without 
ridges. 
7. His ankles and wrists are rounded and undented. 
8. His feet are of equal length. 
9. He has a beautiful gait, like that of a king-elephant. 
10. He has a stately gait, like that of a king-lion. 
11. He has a beautiful gait, like that of a swan. 
12. He has a majestic gait, like that of a royal ox. 
13. His right foot leads when walking. 
14. His knees have no protruding kneecaps. 
15. He has the demeanor of a great man. 
16. His navel is without blemish. 
17. He has a deep-shaped abdomen. 
18. He has clockwise marks on the abdomen. 
19. His thighs are rounded like banana sheafs. 
20. His two arms are shaped like an elephant's trunk. 
21. The lines on the palms of his hands have a rosy tint. 
22. His skin is thick or thin as it should be. 
23. His skin is unwrinkled. 
24. His body is spotless and without lumps. 
25. His body is unblemished above and below. 
26. His body is absolutely free of impurities. 
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27. He is a very happy man. 
28. He has a protruding nose. 
29. His nose is well proportioned. 
30. His upper and lower lips are equal in size and have a rosy 
tint. 
31. His teeth are unblemished and with no plaque. 
32. His teeth are long like polished conches. 
33. His teeth are smooth and without ridges. 
34. His five sense-organs are unblemished. 
35. His four canine teeth are crystal and rounded. 
36. His face is long and beautiful. 
37. His cheeks are radiant. 
38. The lines on his palms are deep. 
39. The lines on his palms are long. 
40. The lines on his palms are straight. 
41. The lines on his palms have a rosy tint. 
42. His body emanates a halo of light extending around him for 
two meters. 
43. His cheek cavities are fully rounded and smooth. 
44. His eyelids are well proportioned. 
45. The five nerves of his eyes are unblemished, 
46. The tips of his bodily hair are neither curved nor bent. 
47. He has a rounded tongue. 
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48. His tongue is soft and has a rosy-tint. 
49. His ears are long like lotus petals. 
50. His earholes are beautifully rounded. 
51. His sinews and tendons don't stick out. 
52. His sinews and tendons are deeply embedded in the flesh. 
53. His topknot is like a crown. 
54. His forehead is well-proportioned in length and breadth. 
55. His forehead is rounded and beautiful. 
56. His eyebrows are arched like a bow. 
57. The hair of his eyebrows is fine. 
58. The hair of his eyebrows lies flat. 
59. He has large brows. 
60. His brows reach the outward comer of his eyes. 
61. His skin is fine throughout his body. 
62. His whole body has abundant signs of good fortune. 
63. His body is always radiant. 
64. His body is always refreshed like a lotus flower. 
65. His body is exquisitely sensitive to touch. 
66. His body has the scent of sandalwood. 
67. His body hair is consistent in length. 
68. He has fine bodily hair. 
69. His breath is always fine. 
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70. His mouth always has a beautiful smile. 
71. His mouth has the scent of a lotus flower. 
72. His hair has the colour of a dark shadow. 
73. His hair is strongly scented. 
74. His hair has the scent of a white lotus. 
75. He has curled hair. 
76. His hair does not turn grey. 
77. His has fine hair. 
78. His hair is untangled 
79. His hair has long curls. 
80. He has a topknot as if crowned with a flower garland. 
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CHAPTER 7 
Excavation and Preservation 
Lumbini is the birth place of Lord Buddha. It is situation in 
what is now known is the Nepales Terrai. 
The history of Lumbini goes back to the time of Lord Buddha's 
father, King Suddhodana. According to the records. It was situated 
midwayi between Kapilawastu, the capital of Suddhodana and 
Devadaha, the capital of Anjana, father of Mayadevi. 
The stone Pillar of Asoka- The most interesting monument^ was 
erected C. 244 B.C. at the actual site of Lord Buddha's birth by the 
great Emperor Asoka. The pillar is at present ISYa ft., high with a 
circumference IVT. ft. As most of Asoka's pillars are about 7Q ft. high 
this too must have been of the same height though none of the broken 
pieces have been traced. It must have also been surmounted by an 
animal figure. The inscription indicates that it was the figure of a 
horse. 
The Modern Stupas- These two stupas were erected several 
years ago by the Nepal Government with the bricks recovered from the 
site during excavation^ work. 
The Stone Sculpture- Quite close to the Asoka Pillar, there is a 
small temple which contains an interesting piece of sculpture. It is a 
large slab of stone depicting the scene of Prince Siddhartha's birth. 
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Mahadevi is had in a branch of a sal tree while the Prince is emerging 
from her sick. 
The foundation of an old Monastery- The recent excavations 
have unearthed a rectangular foundation of a large monastery or 
temple. It must have been an imposing building when in use. 
Small Pond - Not far away from the Asoka pillar is a small pond. 
It is pointed out as the one in which the ablution of Prince Siddhartha 
was performed immediately after his birth. At present it is completed 
dry and hardly distinguishable"* from the land around. 
The history of Buddhagaya as a place of sacred importance to 
the Buddhists Commences from the time the Bodhisattva started 
austerities in the forest around the place then known as Uruvela Ever 
since the Buddha acquired supreme. Enlightenment under the Bodhi 
Buddhagaya has remained the most sacred spot on the earth on the 
entire Buddhist world. 
Emperor Asoka journeyed here more than once and one of his 
visits is charmingly inscribed in a Sanchi Torana. He must have also 
been the founder of the Buddhagaya temple proper, though 
unfortunately for us, we see no remains of his works at present. Lack 
of Asokan monuments at this place can only be explained by the fact 
that every succeeding King" thought it a privilege to add new 
buildings with the result that those of previous kings became 
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obliterated. The present temple is built over an. earlier temple 
erected by Asoka. 
Fa Hien who visited the place in 409 A.D., writes: 
At the place where Buddha attained to perfect wisdom, 
there are three monasteries, in all of which, there are 
monks residing. The disciplinary^ rules are strictly observed by 
them.The place of the four great Lopes have been fixed 85 handed 
down without break: since Buddha attained to Nirvana. Those four 
great topes and those at the places where Buddha was born; 
where he attained to wisdom, where lie began to move the wheel of 
the law, and where he attained Parinirvana. 
The buildings, which in its main features represents the 
structure seen by Hiuen Tsang in 635 A.D., consists of a main 
tower' 180ft, high in the form of a truncated^ pyramid, with a finial 
springing from a platform, at the cornors of which are four similar 
smaller towers. 
Maha Bodhi Temple- The Vihara more commonly known as the 
Buddhagaya, (Bodhgaya) Temple, is one of the most interesting and 
impressive religious building in India. The Vihara is a square building 
at the base and as it rises up, it becomes narrow and narrow till it 
reaches its neck which is cylindrical in shape. The neck is 
surmounted by a spiritual be made of copper. From the four corners 
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four towers similar to the main tower rise up above the first floor to 
some height giving the building perfect balance. 
The main entrance to the Vihara is from the east. The niches on 
both sides of the main entrance to the temple contain images of the 
Buddha which are painted in gold by Tibetan pilgrims. The central 
shrine of the Vihara which is situated in the ground floor is reached 
after passing through a vaulted'^ passage. Above the inner door is an 
inscription which give the date when the repair work was completed. 
On the high pedestal in front of the visitor as he enters the room, he 
will see a fine colossal^ image of Buddha in sitting posture. The image 
is set up facing the east in the exact position the Lord sat for his final 
effort Buddhahood with his back to the Bodhi tree, the temple has an 
upper storey and is reached by means of two steep stone staircase on 
either side of the outer hall near the entrance. 
Under the man tower on the first floor there is a fairly large 
shrine with a Bodhisattva figure installed on the altair. Except for this 
the room is absolutely bare. The height of the Vihara is about is about 
170ft. while the base is 48ft. square. The facing is plastered with 
chuna with innumerable niches, carvings, creepers etc. Some of the 
niches contain images. The main rich on the west wall contains an 
unusually fine image of the Buddha which has been gilded by Tibetan 
pilgrims. The best view of the temple is obtained from the north. 
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Bodhi Tree - Sitting under the Bodhi Tree, Prince Sidhartha 
attained Enlightenment and became the Buddha and for seven weeks 
he kept on meditating on the bliss. He had attained spending one 
week at each of seven places. The first week was spent under the 
Bodhi Tree itself and the Bodhi Tree becomes the central object of 
worship on the Buddhists. The trees is situated to the west of the 
temple and is about 100 ft. high. It is said that the original tree under 
which Lord attained Buddhahood sprang up simultaneously with his 
birth and stood there for centuries for the devotes to worship. 
SAR NATH 
Situated at a distance of 5 miles from Banaras. It was holy city 
of Sarnath that Lord Buddha delivered his first sermon to an affected 
humanity about. 
Lord Buddha spent he the first rainy season after his 
attainment of Enlightenment. At the end f the season, he and his 
disciples departed on their allotted missions. It appears that Sarnath 
was not converted into a place of permanent residence by the Buddha 
or his disciples although Buddha visited it twice or thrice. By about 
end of the 4 * Cen., B.C. Sarnath had grown in importance, when 
Asoka ascended the throne, it was a flourishing Buddhist centre. It is 
pityio we do not have a connected history of Sarnath after Asoka. It is 
to Fa-Hien who visited it in the 5*^  Cen., A.D. as he speaks of 
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flourishing establishment, the place must have and many years of 
progress before he visits. 
But the most active and prosperous period of Sarnath appears 
to have been between the 3^ ^^  and the 7^ ^ century as evidenced by the 
numerous pieces of sculptures belonging to that period. The place 
began to decline in about the 10* Century and have severe blow at 
the hands of Sutlan Mahmud Ghaznavi in the 1 1 * Century. The final 
and final blow came soon after in the 12* century (1194 A.D.). Qutub-
ud-din, viceroy of Mahamud Ghori's, invaded the country and 
destroyed what remained of he sacred edifices, thus closing the last 
brilliant chapter in the history of Sarnath. After this the place was 
completely abandoned by the Buddhists whose sadfate has not even 
been related by historian. From the 12* to 17* century we have no 
knowledge again as to the events at Sarnath. 
In 1794, Jagat Singh, Dewan of Benaras pulled down a tower, 
supposed to be the Dharmarajika Stupa, because he needed bricks for 
establishing a market in Banaras. In the course of dismantling^^ the 
stupa two vassels of marble and sandstone were found. One of these 
contained some human bones: old pearls. Old pearls, gold leaves etc. 
These bones believed to have been the earthy remains of Buddha were 
cast into the Ganga. On account of this was published by, British 
Resident of Banaras Mr, Johathan Duncan and this affected the 
attention of scholars and archeologists. A distinguished line of British 
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excavators namely col. Mackenzie, Sir Alexander Cunningham and 
Major Kilos worked the site and Sarnath was gradually exposed. 
KUSINARA 
Kusinara is the sacred site of Lord Buddha's entry into 
Mahaparinirvana after forty five years of strenuous activity, for the 
welfare of the humanity. At that time it was a small town 
belonging to the Mallas whose park called Upavattana was the 
actual locality chosen for the event. The site of Kusinara can be 
reached from Gorakhpur city. 
RAJAGRIHA (RAJAGAHA) 
Rajagriha is one of the oldest cities of India. According to 
Ramayana, the well known Hindu epic, it was founded by King Vasu 
and called Vasumati after his name. The name Rajagriha was applied 
during the Buddha's time on account of the many palace adorned it. 
As the capital of the powerful Magadha Kingdom, it become famous 
throughout India for its wealth and magnificence. Its vastness is 
indicated by the boundary walls. Buddhaghosha mentions that the 
city had 32 main gates and 64 minor ones but the prosperity of city 
declined after the building of Patliputra by Ajatasatru on the river 
Ganges. 
The modern name of the place is Rajgir and can be reached fro 
Gaya and Bhaktiarpur. The city was a favourite residence of the Lord 
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Buddha and he visited it very often during his wanderings. The first 
visit was before his enlightenment in quest of alms. It was then that 
the ruling king Bimbisara saw him and learning that he was a son of a 
Sakya ruler, invited him to abandon religious life and accept a portion 
of his own kingdom. Buddha who had already renounced a throne, 
declined the honour with thanks. The King however, obtained from, 
him the promise to visit him directly on achieving his purpose in life. 
NALANDA 
Nalanda did not attain the status of a sacred place in the eyes of 
Buddhists, it has often been mentioned both in Buddhists and Jain 
literature. Sariputta the chief disciple of Lord Buddha was born near 
this place and Buddha himself visited it on his way to and back from 
Rajgir. The real importance of the place for Buddhists began with the 
establishment of the Nalanda University which became world famous 
on account of its galaxy of brilliant professors and the high standard 
of teaching. 
The actual date of the foundation of the University is not known 
but it must have been about the beginning of the Christian Era, as 
Nagarjuna, the famous founder of Mahayana form of Buddhism who 
lived in the 2"^ century A.D. said to have studied here and later on 
become its principal. In the course of a few centuries Nalanda grew 
into enormous proportions and at a certain period, the students 
numbered no less then ten thousand. All necessary arrangement for 
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their board lodging and education were made by the University free of 
charge. This was made possible by the munificence^3 of the ruling 
prince who made liberal endowments to this university. Among the 
Gupta Kings who supported the University was Sakraditya. According 
to Hnien Tsiang, he build here a monastery for the residence of 
monks. His successors Buddha Gupta. Tathagate Gupta, Baladitya, 
Kumaragupta and Vijra also emulated his example by adding other 
monasteries. 
Fa-Hien who visited India in the 5* century A.D. does not 
mention about Nalanda University. Hiuen Tsiang who came in the 7^^ 
century, however gives a Vividi'^  account of the place as a center of 
learning. He spent about 7 years as an inmate of the University 
studying the different Buddhist Philosophical system under his 
principal Silabhadra. 
SRAVASTI 
Sravasti or Savatthi in, Pali now called Sapet Mahet, was the 
capital of Kosala, the most powerful Kingdom during the 6^ ^ century 
B.C. It is situated on the river Airavati. This city became famous in 
Buddhist literature on account of the fact that Lord Buddha resided 
no less than 24 rainy seasons in the Jatavanarama monastery 
situated on its outskirts^^. The king at the time was pasenadi. 
Savatthi is seven miles from the town of Balarampur in the Gonda 
district. 
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Purvarma- To the east of the city was situated the monastery 
known as purvarama erected by Visakha, the chief lay female 
supported of the Lord and is second in magnificence to Jetavana only 
and Lord Buddha spent sometime out of his sojourn at Savatthi at 
this place. 
Rajakarama - The monastery erected^^ by King Pasenadi of 
Kosala was known as rajakarama but we do not know its location. 
Probably it lies still buried under the ruins of the city. 
Burmese Temple and Rest House- Close to the ruins of the 
Jetavana monastery, there is a small modern temple and a rest house. 
The visitor can fmd accommodation. 
The old Rest House is situated to the right of the road from 
Balrampur. 
KAPILAVASTU 
Kapilvastu of which the present name is Padaria was the capital 
of King Suddhodana of the Sakya Race, whose only son was Prince 
Siddhartha who became the Buddha. Kapilavastu was dependency of 
Kosala at that time and in modern time sit has come into the 
possession of the Nepal Government as it formed part of the teritries^-^ 
granted to them by the British Government in appreciation of 
assistance rendered during the Mutiny of 1857. 
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The ruins can be reached from Saharatganj from the station to 
the Nepal border there is a fine metalled road followed by a Kuccha 
road on the Nepal side, which takes you to a small town ship called 
Tawlihwa from where the actual site is only a mile distance. It can 
also be reached direct from Lumbini, the distance being only 10 miles. 
Not far from here are situated two other objects of 
archaeological interest, the Nigliwa Pillar set up by Asoka and the 
Piprawa stupa from which some undoubtedly genuine Buddha relic, 
were recovered in 1898. These relics must have formed part of the 
remains obtained by the Sakya immediately after the cremation of the 
Buddha's body at Kusinara. They were found inside a perfectly made 
crystal casket^^ crowned with a fish, which was placed again within a 
huge stone box. Both these as well as gold leaves, precious stones and 
other interesting contents are now exhibited in the Indian Museum in 
Calcutta. 
SANCHI 
The is no mention in Buddhist literature that Lord Buddha ever 
visited Sanchi or its neighborhood and consequently we do not know 
weather the Buddhists considered it a religion duty to visit this remote 
in ancient days. However that the relics^^ of Sariputta and Moggallna 
were brought here at some time, it is reasonable to suppose that it 
must have been a place of much sanctity^o ever since. The fact that 
Asoka erected several of its important monuments is sufficient proof 
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that Sanchi was held in great respect during his time. The ancient 
name of the place is Kakanaya or Kakanara. In Mahavansa it is called 
Chetiyagiri a more appropriate description. We do not know when and 
how the name Sanchi came to be in Vogue2i. 
AJANTA 
The caves of Ajanta are famous 'throughout the world on 
account of their wonderful mural paintings. Cut on he scarped side 
of a huge rock in a deep ravine and skirted by several wooded hills, 
the caves at Ajanta -are -placed in a rugged and pictures line setting. 
From the opposite direction a fine panoramic view of the whole series 
is obtainable as they are chiseled out of the inner side of a semi-
circular rock 600 yard long. Above the rovine is a small waterfall 
called "Satdhara" and during the rainy season it is an attractive 
sight. 
Although it is not possible to give the exact date when these 
caves were first excavated, it is generally accepted that the earliest 
ones go back to the 2"^ century B. C, while the latent is assigned to 
the 7th century A. D. In ail there are 29 caves at Ajanta of which 4 
are of the chaitya type and the rest Vihara and monasteries and 
they are all marked number in serially, in no less than 13 of these 
there seems to have been frescoes but, at present, only in 6 of them 
they are in tolerable state of preservation i. e. cave Nos. I, 2, 9, 19, 16 
and 17. 
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Cave No. I is Vihara and is one of the first of Ajanta. It is full 
of sculptures and paintings. The Vihara is provided with a wide 
verandah decorated with many apiece of sculpture. 
Cave No. 2 is similar to No. 1 Its point of difference lies in the 
addition of two chambers on the two sides of the shrine22 room 
separated by columns and containing figures. The scenes 
illustrated are Devaradhana Maya's Dream, Visit of Lumbini 
Garden, Birth of Prince Siddhartha, Buddha's stepping on seven 
lotuses immediately after Khantivada Ja laka and Hamsa Jataka. 
Cave No. 4 is the largest of the Vihara class of caves the 
Ajanta. Its verandah is supported by eight Octagonal pillars. The 
keynote of its design is simplicity of style but on the wails of the. 
verandah are carved numerous figures. That of "Padmapani" to the 
right hand side is worth of notice. 
Cave No. 6 is a double storeyed Vihara and is the only one of 
its kind here at all the rest. There are no paintings worth mentioning 
in this but the decoration in the verandah, arrangement of the 
staircase etc. may be noted. 
The verandah of cave No. 7 has beautiful columns. 
Cave No. 9 is a chaitya. It is considered to be the oldest of 
the series. The established over the pillars contains some paintings. 
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In the back wails and the pillars two there are fragments^s of paintings 
which are perhaps the oldest examples of fresco^"* work in Ajanta. 
Cave No 10 is of the same pattern as No. 9 and in fact the 
largest. There are signs that the roof had been beautiful many 
wooden rafters. This cave has a group of important paintings which 
give us a good idea about the dresses, head wear and other personal 
embellishments25 of the age. The group with the king and the queen 
may be -specially noted. 
Cave No 12 is also one of the earliest of the caves here. Its 
interior decorations are plain with the brief pattern. 
Cave No. 16 is one of the best Vihara and on account of-the 
blameless architectural features it has been recognized as a 
masterpiece. The verandah is supported by several massive^^ pillars 
chastely .decorated with the main door is most impressive, with 
elephants guarding it. Near the steps leading to the verandah there is 
a naga figure nearly executed. This cave is also highly important on 
account of the many frescoes it contains and unfortunately they are 
very indistinct. The other scenes painted on the walls are: birth of 
prince Sidhartha, Asita, visit, Buddha's journey to Rajgriha, the 
four signs he saw on his visit to the city, Sujata offering milk rice, 
Tappasu and Bhalluka's of fering, Nanda's conversion and Sutasoma 
Jataka etc. 
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In view of the many spurb frescoes found in cave No. 17, it may 
be considered to be the most remarkable of all the caves. 
The case also contains the world famous picture entitled. The 
mother and he child they are most probably the princess Vasodhara 
and Prince Rahula, he son, It is the charming scene of the mother 
pointing out the Buddha to the title child and asking him to go and 
obtain his inheritance from him. There does not exit any other 
painting which equals this in its tenderness and beauty. Art other 
series of paintings which deserve mention in this important cave is the 
story of Vijava landing in Ceylon. 
Cave No. 19 is a chnitya of the usual pattern but the finest 
one of its kind at Ajanta. The pillars inside the cave are most 
elaborately carved than those at Karli. 
Cave Mo. 20 is another Vihara which is of much architectural 
importance, the columns on the verandah are decorated with strut 
female figure. The flight of steps at the entrance is Sanked by 
decorations similar to those of Anuradhapura and Polonaruwa in 
Ceylon. 
Cave No. 26 is also a Chaitya is very much on the 
lines of No. 19 but the Buddha is made to sit here in European 
fashion and m the attitude of freaching the first sermon. 
ELLORA 
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There are altogether 12 Buddhist .caves which are to the south of 
the other two sets of 22 caves belonging to the Ja ins and the 
Hindus. The caves are so large and perfectly executed, that one 
cannot but wonder at the enormous amount of money and energy 
expended in order have them haven out of the solid man of rock. 
Cave No. 1 is a Vihara measuring 4^2 ft by 42 y2 ft. and having 
eight cells round it. No- 2 has galleries on each side with images of 
the Buddha sitting on a lotus in the posture of teaching. The shrine 
has a colonal Buddha seated on a lion throne. The cave No. 3 is 
smellers but similar to cave No. 2, lies a chapel in the north end of 
Verandah with Buddha seated on a lotus supported by make-hooded 
figures. It has a pictorial litany in the Mahara tradition. No. 4has 
figure of Padmapani with, hanging looks and a head dress with a 
miniature^'^ Buddha crest on it. While the shrine has statue of the 
Buddha seated under the Buddhi tree. Cave No. 5 is the largest in 
the Ellora group, being 117 ft. deep 58 ft. wide, excluding the side 
recesses. It was probably used as a guest house or monastic school. 
Cave No, 6 has an interesting ante-chamber in front of the shrine, 
with sculpture, in eluding dwarpalas (door-keepers) and of on the side 
wall are Buddha figure: wish devotees in act of worship, one of the 
female figures in the ante chamber arms to supreme Sarswati (the 
godess of learning), in cave No. 8, on the rock face, is a group of 
Buddha as child with his parents. The cave No, 9 has a beautifully 
carved facade. 
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Cave No. 10, the only chaitya cave at Ellora, is in a form of a 
chappel, remimiscent of Ajanta and Elephanta. It is called 
Vishwakarma, the name indicating its dedication to the patron saint 
of craftmen. Its facade is highly ornamental and it has a porch 
surmounted by a gallery, leading to the minstrel gallery inside the 
chapel. The arched roof is carved in imitations of the timber style, the 
frieze above the pillars has a variety of carved figures, the upper 
portion being of the Buddha and the lower of Ganas (dwarfs). A 
colossal carved image of the Buddha, carved in front of the stupa, 
shows him standing in accidental style. The seated image, of the 
Buddha in this shrine has his feet down and a great many figures 
depict the Buddha as Avolokitesa the rescuer from fear. Another 
unusalfeature is the horse shoe window, divided into three portions 
by pillars with an attic window over the central opening. The large 
front court supported by elegant pillars, is reached' by steps, and a 
second flight of steps leads to be Verandah. A fine railed terrace is 
reached by a flight of steps in the north gallery. 
Cave No. 11 erroneously called Do Thai, or two storey, 
since a third storey was discovered in 1876 and No 12 Tin Thala or 
three storey are two of the new caves in India with more than two 
storey. No 12 has a large open court in front through which one 
enters the Vhara, which 115 ft. by 43 ft and has three rows of 
columns which divide it into three aisles. The middle storey has 
an elaborately carved shrine with two gate-keepers guarding the 
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doors. The hall on the third storey is 115. feet by 70 ft. It has large 
seated figures of the Buddha along the side walls and on the back 
walls and the seven human Buddha, seated under trees on one side 
and under umbrellas on the other. The shrine has a large squat 
Buddha. 
TEXILA 
Taxila is not a sacred^s place of the Buddhists but it obtained an 
unrivalled fame among them as the greatest centre of learning in very 
ancient time. It is situated as a distance of about 20 miles from 
Rawalpindi in Pakistan. At times it was a populous and prosperous 
city while at other times, it was a mere heap of bricks rubble as 
the-result of the fury of invading armies. History of Taxila goes 
back to immemorial times and its fame as a centre-of learning and 
culture more than anything else; In the Mahabharata too Taxila is 
mentioned as the seat of King; Janamejaya. 
Taxila however, came into the picture of the world in a more 
prominent manner as a result of its- submission to Alexander in 336 
B.C. which payed the way on his Indian, conquests. Kushans invaded 
and occupied taxila between 60 and 40 A.D. It was perhaps during 
this period that most of the Buddhist centers were established, for 
King Kaniska, the greatest of the Kushaha who reigned in the 2^^ 
century A.D. 
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Fa-Hien visited Taxila in 440 A.D. and- Hieven Tsiang-in the 
yth century. The former found Buddhism flourishing* while the later 
records that most of the monasteries were in ruins. Buddhism 
disappeared altogether. N. W. India. After the Mughal invasion and 
today we have only these wonderful ruins to speak of its golden days. 
CAVES OF KATHIAWAR 
Caves of Kathiawar are assigned to Buddhism Jainism and 
Hinduism. The chief groups are at Talaja in the east and Sana in the 
south of Junagarh. There are about 100 caves which are all small 
except a few. 
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Conclusion 
PROBABLY the first thought which will occur to the reader who 
is acquaint with the matters treated in this work will be that the 
subject is too large. A history of Hinduism or Buddhism or even of 
both within the frontiers if India may be a profitable though arduous 
task, but attempt a historical sketch of the two faiths in their whole 
duration and extension over Eastern Asia is to choose a scene 
unsuited to any canvas which can be prepared at the present day. 
Not only is the breadth of the landscape enormous but in some places 
it is crowed with details which cannot be omitted while in others the 
principal feathers are hidden by a mist which obscures the unity and 
connection of the whole composition. No one can feel these difficulties 
more than I do myself or approach his work with more diffidence, yet I 
venture to think that wide surveys may sometimes be useful and are 
needed in the present state of oriented students studies. For the 
reality of India influences in Asia-from Japan to the frontiers of Persia, 
from Manchuria to Java, from Burma to Mongolia- is undoubted and 
the influence is one. You cannot separate Hinduism from Buddhism, 
for without it Hinduism could not have assumed its medieval shape 
and some forms of Buddhism, such as Lamaism, countenance 
Brahmanic deities and ceremonies, while in Java and Camboja the 
two religions were avowedly combined and declared to be the same. 
Neither is it convenient to separate the fortunes of Buddhism and 
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Hinduism outside India from their history within, it, for although the 
importance of Buddhism depends largely on its foreign conquests, the 
form which it assumed in its new territories can be understood only 
by reference to the religion condition of India at the periods when 
successive missions were dispatched. 
The book then is an attempt to give a sketch of Indian thought 
or Indian religions-for the two terms are nearly equivalent in extent-
and of is history and influence in Asia. I will not say in the world, for 
that sound too ambitious and really adds little to the more restricted 
phrase. For ides, like empires and races, have their natural frontiers. 
Thus Europe may be said to be non-Mohammedan, although the 
essential principles of Mohammedan seen in harmony with European 
monotheism, yet it has been deliberately rejected by the continent and 
often repelled by force. Similarly in the regions west of Inia^, Indian 
religion is sporadic and exotic. I do not think that it had much 
influence on ancient Egypt. Babylon and Palestine or that it should be 
counted among the forces which shaped the character and teaching of 
Christ, though Christian monasticism and mysticism perhaps owed 
something to it. The debt of Manichaeism and various Gnostic sect is 
more certain and more considerable, but these communities have not 
endured and were regarding as heretical while they lasted. Among the 
Neoplatonists of Alexandria and the Sufis of Arabic and Persia many 
seem to have listened to the voice of Hindu mysticism but rather as 
individuals than as leaders of popular movements. 
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But in Eastern Asia the influence of India has been notable in 
extent, strength and duration. Scant justice is done to her ploits of 
her invaders and leave the impression hat her own people were a 
feeble, dreamy folk sundered for the rest of mankind by their sea and 
mountain frontiers. Such a picture takes no account of the 
intellectual conquests of the Hindus. Even their political conquests 
were not contemptible and were remarkable for the distance if not for 
the extent of the territory occupied. For there were Hindu kingdoms in 
Java and Camboja and settlements in Sumatra^ and even in Borneo, 
an island about as far form India as is Persia from Rome. But such 
military or commercial invasions are insignificant compared with the 
spread of Indian thought. The south-eastern region of Asia-both main 
land and archipelago-owed its civilization almost entirely to India. In 
Ceylon, Burma, Siam, Camboja, Champa and Java religion, art, the 
alphabet, literature, as well as whatever science and political 
organization existed, were the direct gift of Hindus, whether 
Brahmans or Buddhist, and much the same may be said of Tibet, 
whence the wilder Mongols took as much Indian civilization as they 
could stomach. In Java and other Islam, yet even in Java the alphabet 
and to a large extent the customs of the people are still Indian 
In the countries mentioned Indian influence has been dominant 
another large area comprising China, Japan, Korea, and Annam it 
appears as a layer superimposed on Chinese on culture, yet not a 
mere veneer. In these regions Chinese ethics, literatures and art from 
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the major part if intellectual life and have and outward and visible 
sign in the Chinese written characters which have not been ousted by 
an Indian alphabet^. But in all especially in Japan, the influence of 
Buddhism has bee profound and penetrating. None of these lands can 
be justly described as Buddhist in the same sense as Burma or Siam 
but Buddhism gave them a creed acceptable in different forms to 
superstitious, emotional and metaphysical minds: it provided subjects 
and models for art, especially for painting, and entered into popular 
life, thought and language. 
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Figure - 6 Angkorwat temple Cambodia 
Figure - 7 Ceylon 
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Figure - 9 Burma 
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Figure - 11 Budigsatva.China 
Figure - 12 Bhavacakra. Ladakh 
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Figure - 14 Bodhnath stupa Nepal 
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Figure - 16 Budigsatva. Fondukistan 
Figure- 17 Colossal budha.Bamiyan 
Figure - 18 Birth of budha. Ajanta 
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Figure - 38 On silk 
Figure - 39 Padmapani. Nepal 
Figure - 40 Rangoon Burma 
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Figure - 44 Same 
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Figure - 47 Stupa Tibet 
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Figure - 49 Tara. Tibet 
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